Fashioning the Unfashionable: An Architecture of Waste by Canal, Alyson
Syracuse University 
SURFACE 
Architecture Senior Theses School of Architecture Dissertations and Theses 
Spring 2013 
Fashioning the Unfashionable: An Architecture of Waste 
Alyson Canal 
Syracuse University 
Follow this and additional works at: https://surface.syr.edu/architecture_theses 
 Part of the Architecture Commons 
Recommended Citation 
Canal, Alyson, "Fashioning the Unfashionable: An Architecture of Waste" (2013). Architecture Senior 
Theses. 165. 
https://surface.syr.edu/architecture_theses/165 
This Thesis, Senior is brought to you for free and open access by the School of Architecture Dissertations and 
Theses at SURFACE. It has been accepted for inclusion in Architecture Senior Theses by an authorized 
administrator of SURFACE. For more information, please contact surface@syr.edu. 
FASHIONING THE UNFASHIONABLE
AN ARCHITECTURE OF WASTE
Alyson Canal
Syracuse University
School of Architecture
Fall 2012/ Spring 2013
Advisors Larry Bowne & Sinead Mac Namara
1
2
Infrastructure is Ignored     07
Infrastructure Belongs in the Designed Environment 15
Analytical & Comparative Diagrams   19
Infrastructure Re-considered    25
Foreward      05
Fashion Frames What We Consider Architecture  41
Architecture is a Fashion     49
Theory of Waste Management    53
Fashion Frames What We Consider Waste   59
Re-use and Re-purpose Waste    65
Waste Generation & Waste Displacement   79
1  INFRASTRUCTURE
2  FASHION
3  WASTE
CONTENTS
3
End Notes      212
Figure Credits      214
Bibliography      218
Site Criteria & Site Potential    89
NYC, Manhattan      93
NYC, Borough of Queens     107
NYC, Borough of Brooklyn    111
Waste Transfer & Material Recovery Facility  137
Material Recovery Facility as Exhibition   143
Artists of Waste      165
Artist Communities     173
Architecture of Waste     177
Swan Art Center & MRF     187
4  SITE
5  PROGRAM
6  PROJECT
4
5
FOREWARD
Infrastructure, although typically mundane and overlooked, arranges the 
fabric of a city,1 “articulating the aspirations and dignity of contemporary 
society.”2 Although infrastructure provides essential services that manage 
and facilitate society, the public resists their “disruptive” physical pres-
ence and limited, strictly utilitarian agenda (minimum public access and 
maximum effect on the public). Infrastructure cannot be ignored. Infra-
structure belongs in the designed environment, and requires a clear and 
complex identity.
As Stan Allen notes, instead creating barriers and divides within a 
city,“infrastructural urbanism” can develop and organize a city.3 Infra-
structure should be given a clear identity and celebrated within the realm 
of the city, responding to its context. Infrastructural facilities are the new 
public realm,4 and their design must embrace the public it so directly 
affects by providing public space and desirable programs. Architecture 
can mend a break in an urban fabric, and an architectural design applied 
through the lens of fashion can facilitate collectivity by bringing an un-
fashionable infrastructure into the designed environment.
Fashion frames what we consider architecture. 
Fashion frames what we consider waste. The so-
cial mechanism and temporality of fashion pro-
vides a framework within which an architecture 
of waste can be designed that not only addresses 
the issues of mundane infrastructure, but also 
issues of collectivity and public engagement. 
Fashion is “the mode of dress, etiquette, furniture, style of speech, etc. 
adopted in a society for the time being.”5 Fashion, while widely publi-
cized, is an art generally dismissed in the minds of scholars and theorists, 
Waste management is one of the least pleasant infrastructural systems 
and embodies the typical “out-of-sight, out-of-mind” notion of infrastruc-
ture. The average American produces almost 4.5 pounds of garbage per 
day,12 and waste removal, displacement and disposal is a growing issue. 
New York city has been accommodating waste for decades, currently dis-
placing their waste to six different states, hundreds of miles away from the 
point of production.13 One of the most unfashionable regions of pollutants 
and waste is the Newtown Creek, dividing Brooklyn and Queens. Newtown 
Creek was once the most travelled maritime industrial waterway in the 
U.S. - a center for commerce and industry.14 Its industrial identity, howev-
er, has created tension between the residential and industrial landscapes, 
creating a break in the urban fabric. At the convergence of residential, 
commercial and industrial landscapes, the project site will not only mend 
the break, but engage the opposing landscapes. 
A material recovery facility (MRF) would address the issues regarding 
infrastructure, maintain the industrial identity of the Newtown Creek and 
provide opportunities for public engagement. By integrating artist studios 
and exhibition space with the operations of a waste management facility, 
the project addresses its surrounding context and engages the public. The 
art of waste is representative of the values (or lack thereof) of a culture at 
a time, operating similar to fashion and architecture. The MRF/Exhibition 
would continue to sustain modern society without proving detrimental to 
the lifestyles of those in its vicinity. 
It is evident that there exists a connection between architecture and fash-
ion, and more significantly fashion and waste. Fashioning a material re-
covery facility through the addition of an exhibition space/artist studios 
will bring infrastructure back into the designed environment while main-
taining its industrial identity of the site. Designing an architecture of waste 
through the cultural ideologies of fashion facilitates the collectivity and 
public engagement the site demands. 
considered to be something frivolous, superficial and ephemeral.6 Fash-
ion is an integral part of society, a social mechanism that is relevant to 
almost every aspect of the modern world. Greater than clothes and trends, 
fashion exists as a “series of cultural currents,”7 an ideology through 
which architecture can be examined, based on cultural, formal and theo-
retical systems. Architecture and fashion are two design disciplines that 
not only share techniques, materials, processes and vocabulary, but also 
each discipline, in its most basic element, designs for the human body 
and serves as means to express identity.
To fashion the unfashionable is to reconsider infrastructure as a mediator, 
connector and collector of its urban surrounding. To fashion (v. “to mod-
ify, to transform”8)  the unfashionable (n. “not in/of prevailing use”9) is to 
give infrastructure a celebrated identity. Infrastructural facilities were once 
symbols of civic pride, representing technological modernization, cultural 
values and a “utility + beauty” ideal.10 During the mid-twentieth century, 
infrastructure was disregarded as opportunity for experimental design, be-
coming strictly utilitarian, removed from and ignored by the public which 
it impacts.  To “fashion” is to engage the surrounding public/city/land-
scape through an architecture that facilitates collectivity and awareness.
Collectivity and temporality are issues pertinent not only to the fashion 
industry, but also to the infrastructural issues of waste. The logic of fash-
ion, and the constant notions of re-invention, assimilate themselves to 
the processes of determining and collecting waste. Designers, regard-
less of their discipline, are constantly influenced by the past, reinterpret-
ing it in search for “the new”, in search for innovation and invention that 
will impact society11. Studies of fashion in terms of collective selection 
and temporality reflect the ways in which one determines whether or not 
something is “use-ful” or “use-less.” When is something considered to 
be waste? When is a purpose fulfilled? When is something no longer rel-
evant and no longer “in fashion?”  
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INFRASTRUCTURE IS IGNORED1 EXISTING INFRASTRUCTURAL CONDITIONS
Existing Infrastructure
Utility, Beauty, Body
Infrastructural “Visibility”
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Infrastructure is “the basic physical and organizational 
structures and facilities needed for the operation of a 
society or enterprise.”15 Over the past centuries, infra-
structure has altered the built environment with its com-
manding, yet ignored presence. Infrastructural systems 
manage complex systems “of flow,”16 whether transpor-
tation, communication, water, waste or energy, maintain-
ing the basic functions that sustain society.
The mere physical presence of infrastructure reduces the 
quality of its environmental context. Although infrastruc-
ture sustains modern living, it degrades the lives of those 
who live, work, study and play in their vicinity. Infrastruc-
ture divides neighborhoods and harms ecosystems. The 
public is resistant to infrastructure’s disruptive presence 
and inevitable threat to pleasant living. 
Infrastructural facilities serve a single, utilitarian pur-
pose; one that has a maximum affect on the public, but 
minimum public access and engagement. 
Typically “out-of-sight, out-of-mind,” in-
frastructure is ignored regardless of its sig-
nificant impact on our society and culture.
Infrastructure is “designed” (“to create, fashion, ex-
ecute, or construct according to plan”17) for the strictly 
utilitarian purpose of sustaining modern living. In-
frastructure is “designed” to function, but nothing 
more. Infrastructure lacks “design” (“the arrangement 
of elements or details in a product or work of art”18). 
“Design” is a marraige of functionality and beauty. “De-
sign” incorporates the engaging context. “Design” acti-
vates the surrounding environment. “Design” responds 
the the changing times and values of culture. Existing 
infrastructure is “designed” but lacks “design.”
Infrastructure relates to architecture, industrial design, 
and fashion through its relationship to the human body. 
Fashion is a second skin to the body. Architecture is a 
vessel for the body. Infrastructure is invisible to the body, 
yet sustains its daily operations. Each of these disci-
plines is “designed” but range on the scale of “design.”
OUT-OF-SIGHT, OUT-OF-MIND
EXISTING INFRASTRUCTURE
DESIGN
FASHIONABLE UN-FASHIONABLE
FASHION
INFRA-
STRUCTURE
FURNITURE
INDUSTRIAL
DESIGN
ARCHITEC-
TURE
STYLE
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Infrastructure is ignored because of its proximity (or lack 
thereof) to the human body. Designed as something al-
most entirely utilitarian, its high functionality results in 
minimal chances of becoming obsolete. It is needed to 
function as a society, but it is something so separate 
from the bodies it connects/affects.
Vitruvius, in his treatise, Ten Books on Architecture, ad-
dresses the “ethos of architecture, declaring that quality 
depends on the social relevance of the artist’s work...” 
arguing that an ideal architecture maintains firmitas, util-
ias and venustas, ideals that are still relevant today.19 It is 
evident that the commodity, firmness, and delight  or a 
design aligns with the proximity of the body to the work. 
 COMMODITY  utilitas
 utility, functionality, practicality, pragmatic    
 design allowing for ease of use 
 FIRMNESS  firmitas
 (structural) integrity, soundness, materials   
 chosen with care for function
 DELIGHT  venustas
 beauty, aesthetic quality, engaging  
 when the encounter with a work is pleasing
Infrastructural planning has a single agenda. Due to its 
emphasis on utility and function, infrastructure typically 
lacks “delight” because there is no/minimal bodily con-
tact between the user and the structure.
As Vitruvius states, architecture strives to maintain a 
balance between firmness, commodity and delight,20 
relating directly to its purpose as a vessel for the body. 
Architecture is a balance between art and function, serv-
ing as shelter and protection, containing (un)prescribed 
program and facilitating the body. 
Industrial and furniture design, similar to architecture, 
must maintain a balance between utility and beauty. 
Serving as support for the body and directly contacting 
the body makes these designs both potentially beauti-
ful and functional. If utility is sacraficed for beauty, the 
object become useless, no longer serving its intended 
purpose. 
Fashion, while needing to maintain integrity in structure, 
can be less practical and more dramatic/beautiful. Act-
ing as a second skin to the body, fashion is the most 
aesthetically pleasing, responding to its immediate prox-
imity to the body.
Proximity and relationship to the body di-
rectly affects the design and relevance of 
utility versus beauty (or a marriage of both). 
FASHIONARCHITECTURE INDUSTRIAL DESIGNINFRASTRUCTURE
I
DESIGN & RELATIONSHIPS TO THE BODY
UTILITY VS. BEAUTY
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FASHIONARCHITECTURE INDUSTRIAL DESIGNINFRASTRUCTURE
COMMODITY
utility
FIRMNESS
integrity
DELIGHT
beauty
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Historically, infrastructural facilities were objects of civic 
pride and icons of societal progress. These icons of in-
frastructure were of monumental beauty, demonstrating a 
city’s/region’s/nation’s development.21 Up until the mid-
twentieth century, infrastructure was not hidden from the 
public - it was celebrated and embraced.
Icons such as the Brooklyn Bridge (Figure 1.5) were 
designed with their high-visibility profile in mind, rep-
resentative of technological developments in the late 
nineteenth century - a fusion of beauty and utility.22 The 
public directly engaged in the activities pertaining to the 
bridge, influencing its beauty and design. 
There is no longer such an emphasis regarding the 
“design” of infrastructure. Celebrated infrastructure no 
longer exists. “Design” and re-invention are no longer 
supported or funded by the public.
The relationship of the human body to the different in-
frastructural systems reflects the prominence of design. 
Transportation systems (trains, roads, bridges, etc.) are 
of high visibility, in which the body is only separated 
from infrastructure by means of a vehicle or train car. 
Communication systems, however, are less visible, but 
still within proximity of the body through a secondary 
device (cell phone, computer, etc.). 
“Invisible” infrastructure, however, is completely sepa-
rate from the human body. Instances such as industrial 
production (where the user only interacts with the end 
product) or waste management (in which the user only 
interacts with the project before he sends it away) are 
“invisible” systems of infrastructure. Historically, these 
systems of production and management have not always 
been hidden; the Municipal Asphalt Plant in New York 
City (Figure 1.6, and was designed by prestigious archi-
tects Kahn and Jacobs in the beginning of the twentieth 
century.23 Although no one but the workers/operators of 
the plant accessed the area, it was still carefully designed 
as a monument on the East River, for all passer-byers to 
understand the significant developments of the nation. 
Even though there was no human interaction there was 
still an acknowledgment to the structure and its impact 
on society. 
Infrastructure can no longer remain “un-
fashionable” and separate from the de-
signed environment.
INFRASTRUCTURE & RELATIONSHIPS TO THE BODY
INFRASTRUCTURAL “VISIBILITY”
1.5
1.6
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INFRASTRUCTURE BELONGS IN 
THE DESIGNED ENVIRONMENT
APPLICATIONS OF ARCHITECTURE AND FASHION
Potential of Infrastructure
Architecture
Fashion
1
16
Infrastructure is the new public sphere - we are running 
out of space and money to continuously create more 
public (green) space.24 Infrastructure serves as an op-
portunity to provide this necessary space for its sur-
rounding environment. Infrastructure has the potential 
to “give back” to its society by containing multi-agenda 
programs, housing more than just facilities necessary for 
the infrastructure to function.
Infrastructure must be embraced and celebrated as a 
public space. Infrastructure must provide information 
and connect people back to the operations that sustain 
activities of modern living. Infrastructure can no longer 
break the urban or natural fabric, it must mediate the 
landscape and connect its surrounding environment. As 
Stan Allen states, “infrastructural urbanism offers a new 
model for practice and a renewed sense of architecture’s 
potential to structure the future of the city.”25 
Infrastructure must be celebrated, given a 
clear and complex identity.
To “fashion” (v. “to modify, to transform; to make, as in 
fabricate”26) the “unfashionable” (n. “not in/of prevailing 
use”27) is to transform the utilitarian program of infra-
structure must be re-considered to serve the public in 
more ways than one. 
To design is to create a style (“a manner of doing some-
thing; design or make in a particular form”28), and a 
style can be fashionable or unfashionable (“of prevail-
ing use”29), depending on the context and treatment of 
the object. The “unfashionable” infrastructural typology 
must be re-considered as something greater than strictly 
utilitarian. Infrastructure belongs in the designed envi-
ronment.
DESIGN
FASHIONABLE UN-FASHIONABLE
FASHION
INFRA-
STRUCTURE
INFRA-
STRUCTURE
FURNITURE
INDUSTRIAL
DESIGN
ARCHITEC-
TURE
STYLE
APPLICATIONS OF ARCHITECTURE & FASHION
POTENTIAL OF INFRASTRUCTURE
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INFRASTRUCTURE
n. “[typically utilitarian] structures for the operation 
of society or needed for the economy to function; 
essential facilities including transportation, energy, 
water, waste, communications, etc.”
n. “focuses on the components or elements of a 
structure or system and unifies them into a coherent 
and functional whole, according to a particular 
approach in achieving the objective(s) under the 
given constraints; the art or practice of designing and 
constructing buildings; the style of a building with 
regard to a specific period, place, or culture”
n. “the [desirable] mode of dress, etiquette, furniture, 
style of speech, etc. adopted in society for the time 
being”
v. “to modify, to transform; to make, as in fabricate”
ARCHITECTURAL DESIGN
FASHION
DESIGNED ENVIRONMENT DESIGNED ENVIRONMENT
SOCIAL MECHANISMS
TEMPORALITY
ADDITIONAL PROGRAM
PUBLIC SPACE/ ACCESS
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ANALYTICAL & COMPARATIVE DIAGRAMS
FOUR DISCIPLINES
Infrastructure
Architecture
Industrial Design
Fashion
1
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DURATION  extent or length of time, how long does it last
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TIMELINESS  changes in our ways, how long do we choose to make it last
IN
FR
AS
TR
UC
TU
RE
AR
CH
IT
EC
TU
RE
IN
DU
ST
RI
AL
 
DE
SI
GN
FA
SH
IO
N
MONTHS
YEARS
DECADES
(HALF) CENTURIES
21
TEMPORALITY  transitory state of being, a typology, change SCALE  space of occupation
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Temporality of “operations” 
through/within
   - waste
   - traffic
   - water
   - telephone
   - internet
Belongs to the
   - country
   - state
   - region
Building typologies with 
the potential to be altered 
to suit the needs of that 
environment/society at the 
time
Belongs to the
   - community
   - neighborhood
   - city
Furniture or industrial 
design typologies with-
standard functions are then 
altered and (re)designed 
based on user, context, etc.
Belongs to the 
   - room
   - body
Temporality in styles and 
the cyclical nature of 
fashion(able): fads, fashion, 
classics
Belongs to the body
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UTILITY  transitory state of being, a typology, change BEAUTY  space of occupation
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Mid 20th - 21st century, 
infrastructure as provision 
of needs and services to 
run society
Strictly utilitarian and 
single-purpose
19th - mid 20th century, 
infrastructure as monument, 
as an icon of technological 
advances and of civic value. 
Maintains functionality
Functions for basic pro-
grammatic requirements
Marraige of art and function 
- a balance in the designed 
environment
Exists and functions to 
provide “defined” services, 
i.e. chair to sit
Marraige of design and 
function - functionality must 
remain in tact in order to 
still serve its purpose and 
not be solely decoration
Functions as protection of 
the body from the elements 
and surrounding environ-
ment
Beauty as means of 
expression and identity, 
functionality is (sometimes) 
compromisedVS.
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TACTILITY  implications of space COLLECTIVITY  a social mechanism
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No direct bodily contact
- Mediated bodily contact 
(typically no public access 
or occupation), typically 
minimal public interest, 
uninviting 
Essential for society to 
function, but its physi-
cal presence is ignored 
as a part of the designed 
environment. 
Connects society (services) 
& Breaks society (presence)
Vessel for bodily contact 
- Body occupies the space
Relationships forming 
between buildings, creating 
an urban fabric. Architecture 
facilitates collectivity and 
public gathering - based on 
program, location, event, 
etc.
Immediate bodily contact
- Support for the body
Individual styles, col-
lective taste. Collectivity 
stimulating the constant 
re-invention of design, a 
social mechanism
Direct bodily contact 
- Fashion surface as a 
second skin
Individual styles, col-
lective taste. Collectivity 
stimulating the cyclical 
nature of fashion, a social 
mechanism
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INFRASTRUCTURE RE-CONSIDERED
RE-INVENTING INFRASTRUCTURE TO ENGAGE THE PUBLIC
Herzog & de Meuron, Signal Stations
UN Studio, Electrical Substations
Office dA, Helios House
Steven Holl Architects, Water Purification
Herzog & de Meuron, 1111 Lincoln Rd
1
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ICON LEGEND
PRECEDENT STUDIES
PHASE OF COMPLETION
BUILT, UNDER CONSTRUCTION, NOT BULIT
SUSTAINABLE
LOCATION
URBAN, SUBURBAN, RURAL
EDUCATION PROGRAM
PROJECT TYPE
NEW CONSTRUCTION, RE-DESIGN EXISTING, RE-USE EXISTING
PUBLIC ACCESS
INFRASTRUCTURAL AGENDA
GREEN SPACE
A A1
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A A1
SIGNAL BOX AUF DEM WOLF 1992-95
MAIN SIGNAL TOWER 1994-1997
BASEL, SWITZERLAND
Each of these signal towers is part of the master plan for 
the Basel Main Train Station. The towers stand as mark-
ers, creating a network of signal stations while simulta-
neously relating to the surrounding urban landscape of 
solitary tower structures, linking the rail to the immedi-
ately surrounding urban environment.30 The surface-skin 
is composed of 10cm wide copper bands, which not only 
establish a presence for the signal box, but more impor-
tantly it is performative skin. Acting as a “Faraday cage,” 
it protects against electromagnetic fields.31
Relating to both the city and the rail yards, these signal 
towers become part of the designed environment, gain-
ing a presence in the urban fabric and an identity as a 
typically ignored program/design opportunity. 
HERZOG & DE MEURON
RE-CONSIDER| MATERIAL 1.7 1.8
29
1.11
1.10
1.9
30
ELECTRICAL SUBSTATION(S)
AMERSFOORT, NETHERLANDS 1989-94
INNSBRUCK, AUSTRIA 1997-2002
(1) The substation is an almost entirely sealed “wrapper” 
containing three electrical transformers. The cladding re-
sponds to the surrounding environment - the basalt lava 
volume faces the industrial landscape of the rail yards 
and warehouses in the distance while the aluminum vol-
ume responds to the adjacent park and city hall.32
(2) Clad in the same basalt lava, the three-story high 
electrical substation responds to the scale of the resi-
dential neighborhood of the historic city center while 
defining itself as an infrastructural object.33 
Regardless of an infrastructural and mundane program 
type, both substations were designed with an identity that 
responded to the surrounding landscape.
UN STUDIO
NEW DESIGN| MATERIAL 1.13
1.12
31
1.15
1.14
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A A1
HELIOS HOUSE/ BP GAS STATION
LOS ANGELES, CA, USA
2007
A redesign of an existing gas station, the Helios House 
“embraces the paradox of creating a green gas station.”34 
Through recycled materials and new sustainable prod-
ucts, the site was transformed to a “learning lab.” Helios 
House acts as a laboratory, looking towards a sustainable 
future and serving as a community outreach and educa-
tion facility while maintaining all of the element neces-
sary to a gas station under/part of one canopy.35
Acting as a promotion for a sustainable future and an ed-
ucation and outreach facility, the Helios House was de-
signed as more than just a mundane gas station. Through 
the addition of educational program, the site acts as a 
statement on gas stations and the automobile culture.
OFFICE dA
RE-CONSIDER| PROGRAM 1.16
33
1.18
1.17
34
1111 LINCOLN ROAD
MIAMI, FL, USA
2005-08/2008-10
A mixed-use project, the most evident (visible) program 
is a car park. Something considered mundane and typi-
cally hidden from view (whether underground or wrapped 
with a scrim), the car park is a featured part of this com-
plex, offering views of the surrounding Miami neighbor-
hood. The open concrete structure of the parking garage 
not only houses cars, but the upper levels include enter-
tainment space. Introduction of retail shops, restaurants 
and luxury apartments to the complex have transformed a 
banal parking garage into a desirable location.36 
An unfashionable and generally hidden building type is 
celebrated and establishes the site as a place of luxury 
residences, retail, entertainment and views.
HERZOG & DE MEURON
NEW DESIGN| PROGRAM 1.19
35
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A A1
WHITNEY WATER PURIFICATION PLANT
NEW HAVEN, CT, USA
1998-2005
The majority of the water treatment facility is located “un-
derground,” covered with the largest green roof in the 
state of Conneticut. The green roof/park is conceived as 
a “macro to micro”37 reinterpretation of the six processes 
of water treatment and purification. There are various 
literal and conceptual connections between the water 
treatment facility below and the green space above. The 
administration building is the primary evidence of the 
facility below, housing an exhibition lobby, lecture hall, 
conference space and labs, all promoting education.38 
Steven Holl integrates architecture, landscape, infra-
structure and education in a manner that gives the typi-
cally rejected program type a clear and celebrated pres-
ence in the community.
STEVEN HOLL ARCHITECTS
RE-CONSIDER| PROGRAM 1.23
37
1.27
1.26
1.25
1.24
38
The following matrix determines the fashion(able) strat-
egies and architectural design solutions. What does it 
mean to fashion the unfashionable? To transform infra-
structure?
to fashion:
“v. to modify, transform, make (fabricate)”39
the unfashionable:
“n. not in according to prevailing use”40
Fashion relates to a social mechanism, temporality, style 
and a re-invention of the old - re-inventing the ways of 
creating space and public interaction in infrastructure. 
In studying infrastructure, waste management facilities 
are not only one of the most unfashionable pieces of 
infrastructure, but also one of the most unfashionable is-
sues. Waste management/transfer facilities are one of the 
least considered and least recognized (until something 
goes wrong).
To fashion the unfashionable is to re-consider infrastruc-
ture as a mediator, connector and collector.
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HERZOG DE MEURON, SIGNAL STATIONS
- Creating a network through the sculpture/icons of the signal stations - Materials and form responds to the surrounding environment
- Material palette: copper skin - Material palette: basalt lava and aluminum
- Remain as infrastructural objects/icons in a greater network - Remain as infrastructural objects in a land/city-scape
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TRANSFORMING INFRASTRUCTURE
FASHIONING THE UNFASHIONABLE
39
- All of the required elements of a gas station (pump, kiosk, canopy, 
  etc.) are designed as one single element - a faceted canopy
- Formal design strategy of residential tower adjacent to the “parking”
  tower, which include retail and entertainment spaces
- Using a green roof as not only  
  a sustainable solution but also 
  means of engaging the sur-
  rounding (green) environment
- Relating the 6 park spaces 
  above to the 6 water purifica-
  tion processes below
- Contrast of an environmental learning lab at the site of a gas station  
  promoting a sustainable lifestyle while providing for the automobile 
  world
- Re-thinking the potential of a parking garage/tower as an opportunity
  for entertainment spaces and city-wide views
- Integrating opportunities for education and studies regarding the water
  purification process
- Providing opportunities to engage the public through environmental
  education and promoting sustainable ways of living
- Including a public promenade through the retail, into the parking 
  garage, and to the public overlooks of the city
- Transforming the facility into a park and education center for the 
  surrounding community
OFFICE DA, HELIOS HOUSE HERZOG DE MEURON, 1111 LINCOLN ROAD STEVEN HOLL, WHITNEY PURIFICATION PLANT
+ +
$ +
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Materials
Vocabulary
Processes & Techniques
2 FASHION FRAMES WHAT WECONSIDER ARCHITECTURE
OPERATIONAL TERMINOLOGY
42
ways in which the terminology of fashion and archi-
tecture relate to each other and influence each dis-
cipline. Although the majority are surface-related, 
some terminology can be interpretted beyond the 
surface, as tectonic or conceptual ideas. 
Design for the body.
Fashion, while widely publicized, is an art gener-
ally dismissed in the minds of scholars and theorists. 
Some consider fashion to be mere ornamentation 
and decoration - something frivolous, superficial and 
ephemeral.  Fashion, however, is an integral part of 
modern society, relevant to almost every aspect of the 
modern world.41 
Fashion is a type of design, which is inherently a type 
of style. Style (“(n)a manner of doing something” or 
“(v) design or make in a particular form”42) however, is 
not strictly limited to fashion.
The ideas of styles changing over time is representa-
tive of the constant search for the “new,” a constant 
re-invention of the past.43 The notion of re-invent-
ing a “style” is one that is applicable to all design 
fields. Technological developments do not look to 
the past. In design disciplines, such as fashion or 
architecture, a “new” style can either be a develop-
ment on the current or a re-interpretation of a past 
“style.” There is a strong notion of history and the past 
in many of the designs of today. 
Architecture and fashion are two design disciplines that 
share techniques, materials, process and design strat-
egies, vocabulary and terminology. Each discipline, in 
its most basic element, designs for the human body 
- whether as a second skin or as a vessel for the body. 
Regardless they both serve as shelter, protection, and 
means of expressing identity.44
The following images serve as representations of the 
FORM
Anish Kapoor| Marsyas, Tate Modern, London, UK, 2002-03 Comme Des Garcons| Body Meets Dress, Dress Meets Body Spring/
Summer 1997
AS APPLIED TO ARCHITECTURE & FASHION
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2.22.1
43
Le Corbusier| Philips Pavilion, Expo ‘58, Netherlands Elena Manferdini| Skin Jacket, Bones Collection, Autumn/Winter 2006 Carlo Scarpa| Querini Stampalia Foundation, Venice, Italy, 1961-63 Narciso Rodriguez| Garment, Collection Autumn/Winter 2005/06
TENSION SEAM
“What I relate to is the creation of a form from structure and material. Although I don’t use direct architectural references in my work, 
I approach designing a garment in much the same way an architect approached designing a building with seaming for structure to create interesting fit lines and shape”
- Narciso Rodriguez45
2.4 2.5 2.62.3
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LATTICE GEOMETRY
Massimiliano Fuksas| New Milan Trade Fair, Milan, Italy, 2002-05 Jean Nouvel| Arab World Institute, Paris, France, 1987-88Yoshiki Hishinuma| Bellows Dress Collection, Spring/Summer 2000 Comme Des Garcons| Fusion Collection, Autumn/Winter 1998-99
“The body shape is a perfect small scale exercise in spatial design, a testing ground for ideas and techniques to apply to buildings. Openings, folds, panelizing, pattern-
making, the concepts and problems are much the same, whether it is a sleeve or a curtain wall”
- Elena Manferdini46
2.102.92.7 2.8
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WRAPPING
UN Studio| Mobius House, Netherlands, 1993-1998 Yoon/ My Studio| Mobius Dress, 2005
SHIFT
Morphosis| San Francisco Federal Building, San Francisco, CA, 2007 Hussein Chalayan| Aeroplane Dress, Echoform Collection
Autumn/Winter 1999-2000
2.142.12 2.132.11
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QUILT INTERSECT
Herzog & de Meuron| Prada Store, Tokyo, Japan, 2003 Toyo Ito| TOD’S Omotesando Building, Tokyo, Japan, 2004Maison Martin Margiela| Jacket, Collection Autumn/Winter 2000-01 Yoshiki Hishinuma| Inside-Out 2 Way Dress, Spring/Summer 2004
2.182.172.15 2.16
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FOLDINGNESTING
Richard Meier| Jubilee Church, Tor Tre Teste, Rome, Italy, 1996-2003 Foreign Office Architects| Yokohama International Port Terminal, 
Yokohama, Japan, 2002
Viktor & Rolf| Russian Doll, Haute Couture Collection,
Autumn/Winter 1999-2000
Rowan Mersh| Helix, 2006
2.222.20 2.212.19
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ARCHITECTURE IS A FASHION
SOCIAL MECHANISMS OF THE MODERN WORLD
Fashion Theories
Georg Simmel
Herbert Blumer
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emerging in a changing world,” and Blumer argues that 
fashion “allows people to adjust in an orderly and unified 
way to a moving and changing world.”51 
According to Blumer, the fashion mechanism is one of 
historical continuity, of modernity, of collective taste 
and a need for the “new” - this “generic character” of 
fashion is evident is almost every aspect of modern life 
(especially design), especially applicable to the field of 
architecture.52 
Fashion, as well as architecture, serves as 
means of understanding culture and values 
of a certain time, especially relating to the 
role of collective taste in society. 
Both architecture and fashion facilitate collectivity, per-
sonal expression and identity, all of which can be utilized 
to fashion the unfashionable.
Fashion is more than styles of dress; fashion is an inte-
gral part of society, relevant to almost every aspect of the 
modern world. Fashion is a highly relatable phenomenon 
due to its high visibility and high levels of engagement 
with the public (whether intended or not). Greater than 
clothes and trends, fashion exists as a “series of cultural 
currents.”47
One of the earliest theories on fashion was Georg Sim-
mel’s (1904), entitled the “trickle-down” theory.48 Sim-
mel claimed that fashion changes occur based on the 
tastes of the elite, resulting in class differentiation. The 
elite set themselves apart by creating new insignia, which 
is soon adopted by the middle class, and later adopted 
by the lower class. As the laggards adopt the style, the 
elite re-invent the insignia, re-distinguishing themselves. 
Although Simmel claims fashion to be class distinction, 
he affirms that the fundamental character of fashion is its 
constant re-invention and the process of change.49
Almost sixty years later, Herbert Blumer claimed that 
the changes and cyclical nature of fashion do not occur 
based on the elite and class differentiation, but instead 
as a collective selection process.50 Fashion is not simply 
clothing, but more importantly it is a mechanism that is 
evident in every aspect of modern life. 
Blumer first analyzes fashion as it pertains to the clothing 
industry, noting the way in which “fashion” is selected, 
through an intense process of collective selection (in 
the fashion and clothing industry). A similarity in taste 
between the “choosers” was based on the world around 
them. These fashions “express new tastes which are “FASHION” ACCORDING TO SIMMEL
THE THEORY OF FASHION
FASHION AS A SOCIAL MECHANISM
51
“FASHION” ACCORDING TO BLUMER
FASHION
1
a a.1 +
involved in change,
eager to re-invent “old practices”
GENERIC CHARACTER 
2 open to new social forms
3 free opportunity for choiceamong the new models 
4 the significance/success of a modelcannot be determined by objectives
5 opportunity for “prestigious figures”to promote new models/designs
6 open to new ideas in response to the“impact of outside events”
“fashion is a specific form of social change, independent of any particular object; it is first and foremost a social mechanism characterized by a particu-
larly brief time span and by more or less fanciful shifts that enable us to affect quite diverse spheres of collective life” - Gilles Lipovetsky53
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THEORY OF WASTE MANAGEMENT
PROCESSES OF THE WASTE MANAGEMENT SYSTEM
PSSP Language
Classes of Waste
3
54
Waste management is the collection, transportation, 
processing, disposal and management of unwanted, 
undesirable or discarded materials.54 Waste is catego-
rized as municipal solid waste, hazardous waste, elec-
tronic waste, industrial waste, construction and demoli-
tion waste, etc. The waste management system (WMS) 
should be understood as a system composed of:
Physical Objects
Waste related materials and processing devices (manu-
facturing, agricultural and household equipment).
 
Human Activities
Any activities that are affected by, and which have an ef-
fect on, these physical things.55
The functionality of WMS exists due to the links between 
physical objects and human activities.56 Theories of 
waste management allow for a generic methodology of 
waste management, assisting with means of classifying 
waste, allowing legislation to “prescribe” waste-related 
activity. The actions and decisions of society classify 
waste vs. non-waste. “Waste” must be re-interpretted to 
understand its potential for re-use. 
Waste can be described in the PSSP Language, allowing 
one to describe the attributes of any real object57
     Purpose
     Structure
     State
     Performance
If an object lacks an element of the PSSP language, it is 
considered waste. The language and definitions of waste 
must be questioned to clarify the potential of re-use.
The ideal waste management system is a cycle, in which 
all of the waste produced is introduced back into society 
through recycled consumer goods or collected energy.
PHYSICAL OBJECTS
Functions to contain the water
inside of the bottle, non-waste 
WASTE
Its purpose was fulfilled, and it
is (perceived) as no longer useful
DISPOSAL
Since it is no longer useful, it is no
longer of value or meaning, and
is disposed
HUMAN ACTIVITIES
Human consumption of the water
results in an empty bottle. 
THEORETICAL IMPLICATIONS
WASTE MANAGEMENT
55
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CLASS 1: NOT INTENDED OR WANTED
Includes things that are not necessarily intended to be created. This is waste created as 
something unwanted from the get-go, produced with no purpose. Waste is determined by 
process, and a waste management system has the potential to re-design the operations/
processes of production to minimize wasted materials and energy.58
Examples include outputs with “negative market values,” useless by-products, emissions, 
fumes, smoke, cleaning emissions, etc.
Includes objects that were given a finite purpose, designed to become obsolete and 
useless once its primary use was fulfilled. Class 2 waste can be avoided if the object is 
designed with its “lifetime” in mind. Designing a product with alternate uses will eliminate 
the waste of “finite” objects.59
Examples include the majority of disposal products, packaging, envelopes, disposable 
diapers, disposable cameras, plastic bags, plastic bottles, etc.
CLASS 2: A “FINITE” PURPOSE
CLASSES OF WASTE
57
Includes objects whose purpose is “well-defined,” but is no longer “acceptable” in 
society. Some class 3 waste embody the idea of “planned obsolescence” - it will soon be 
become obsolete due to new developments. In many instances it is unavoidable due to 
emerging technologies, but there is a design potential in which their parts are useful.60
Examples include technological products (t.v.’s, vhs tapes, telephones, computers, etc), 
old furniture, discarded household appliances, non-rechargeable batteries, etc.
Class 4 waste includes objects whose purpose is “well-defined,” whose performance is 
“acceptable,” but whose owner no longer uses them for their intended purpose. These 
products still function, but it is the decision of their owner that determines if they are waste. 
There is a potential of a new owner, in which someone else finds use in the original waste.61
Examples include objects used in excess, like food, or products that the owner no longer 
wishes to own any longer, such as books, cars, clothing, etc.
CLASS 3: OBSOLETE PURPOSE/ (PLANNED) OBSOLESCENCE CLASS 4: (PERCEIVED) OBSOLESCENCE/ OWNER NO LONGER WANTS IT
58
59
Fashion, Waste
Production, Consumption
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TEMPORALITY AND CYCLICAL NATURE
60
CLASS 1 CLASS 2 CLASS 3 CLASS 4
Temporality and collectivity are issues pertinent not only 
to the fashion industry, but also to the infrastructural 
processes relating to waste and waste management. Al-
though at first fashion and waste appear to be complete 
opposites, they each possess inherent qualities that re-
late the ideals and processes of fashion to the ideals and 
processes of waste. 
The logic of fashion, its temporality, and the on-going 
demands for re-invention and re-innovation likens to the 
notion of waste versus non-waste. Collective selection, 
as described by Herbert Blumer, strongly influences the 
fashions of the time, as society is heavily influenced by 
its surrounding environment and the changing world 
around them.62 Collective selection, in the sense that 
one’s environment influences what is “in” and what is 
“out,” is just as applicable to waste as it is to fashion. 
Collective selection is impacted by the changing world, 
and the duration of these “selections” last as long as 
each of the changes in the world lasts. Collective selec-
tions reflects the ways in which we determine whether or 
not something is “use-ful” or “use-less”
Determining what is waste and what is non-waste is 
dependent on user/owner and context. Similar to the 
logic of fashion, what is of use and no longer of use is 
dependent on context. According to Fred Davis, “[the] 
socially stratified character of modern society serving 
as the backdrop against which movement are enacted... 
clothing does not mean the same thing to all member 
of society and because of this what is worn lends itself 
to symbolic upholding of class and status boundaries in 
society.”63 The owner/user is a significant factor in deter-
mining what works and what doesn’t work. 
Inherently, as society changes, what is significant (re-
garding fashion or waste) is altered. Obsolescence is 
something perceived or planned, both of which influence 
waste. 
In understanding the PSSP Language (purpose, struc-
ture, state, performance), and following the interpretive 
flow chart/info-graphic - it is evident that determining 
fashionable from unfashionable and waste from non-
waste inherently align.
WASTE
“the owner does not want it... waste exists only where it is not wanted; 
an output with no economic value from an industrial system or any sub-
stance or object that has been used for its intended purpose; if a product 
is designed with one single purpose and then it is fulfilled it then turns to 
waste”64
NON-WASTE
“non-waste is an object that has been assigned a purpose by its (potential) 
owner, and this owner will either use it for that purpose, or by adjustment of 
state or structure ensures that the object will be able to perform in respect 
to the assigned purpose”65
AS APPLIED TO FASHION & WASTE
TEMPORALITY & COLLECTIVITY
61
WASTE VS. NON-WASTE
NON-WASTE WASTE
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INTRODUCTION PEAKRISE DECLINE OBSOLESCENCE
Cycles are evident is every part of modern life, especially 
pertaining to fashion/styles and waste/non-waste. Con-
stantly searching for the new and constantly reflecting 
on/learning from the past results in invention, innovation 
and new design. It is our nature to constantly re-think and 
re-design, analyzing the world around us and attempting 
to progress and advance our society. 
This curve to the right is derived from “The Fashion 
Cycle,” and it is evident that its applications extend be-
yond the world of mere clothing design, production and 
consumption. In any design or invention there is a search 
for the better, for society’s approval and adoption - inher-
ently the style-obect-fashion-etc will be replaced and the 
old is thrown away.
If something is replaced, it becomes obsolete.
Does obsolescence mean it is waste?
Is there a potential for re-use?
Philip Vannini, responding to Blumer’s theories regard-
ing fashion, uses fashion as means of demonstrating his 
theories on “semiotic transformation,” the process by 
which meanings are produced, exchanged and interpret-
ed, and used in different and changing ways throughout 
time.66 Studying fashion as a “generic social process,” 
Vannini understands collective selection and the means 
by which the surrounding environment influences, deter-
mines and transforms the fashions of the modern world.
Constant re-invention, however, leads to constant waste. 
As Le Corbusier describes it in Towards a New Architec-
ture, challenging the past (which is what we must inher-
ently do to progress as a society), creates new styles, a 
revolution, in which new tools (styles, fashions, etc) are 
created and the old must be thrown away.67 The old must 
be replaced with the new.
Presently, architects and artists have addressed the is-
sues of waste as re-use - aiming to transform the old and 
the undesirable into something innovative and fashion-
able. The following precedents embody the lessons of 
the temporality of fashion and waste and the potential 
of re-use. 
Our fashion-obsessed society generates ex-
cessive waste.
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“If we challenge the past, we shall learn that ‘styles’ no longer exist for us, that a style belonging to our own period has come about; and there has been a revolution... 
A question of morality; lack of truth is intolerable, we perish in untruth. – Architecture is one of the most urgent needs of man, for the house has always been the indispensable and first tool that he has forged for him-
self. Man’s stock of tools marks out the stages of civilization, the stone age, the bronze age, the iron age.  Tools are the result of successive improvement; the effort of all genera-
tions is embodied in them.  The tool is the direct and immediate expression of progress; it gives man essential assistance and essential freedom also. We throw the 
out-of-date tool on the scrap heap: the carbine, the culverin, the growler and the old locomotive. This action is a manifestation of health, of moral health, of morale also; it is not right that we should produce 
bad things because of a bad tool; nor is it right that we should waste our energy, our health and our courage because of a bad tool, it must be thrown away and replaced.”- Le Corbusier68
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RE-USE & RE-PURPOSE WASTE
PRECEDENT STUDIES ON FASHIONING WASTE
Kobberling & Kaltwasser, Jellyfish Theater
Archi Union Architects, Can Cube
REX, Vakko Fashion House
David Adjaye, Dirty House
Lehigh Valley Associates, Steel Stacks
Field Operations, Fresh Kills Park
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JELLYFISH THEATRE
LONDON, UK
2010
Made entirely of donated and recycled materials (all 
of which were at no cost), this performance venue was 
designed, acquired and constructed in promotion of 
sustainable design and sustainable lifestyles. This 120-
seat auditorium was located in a playground, close to the 
Globe Theatre on the south bank of the Thames River. 
Materials included shipping pallets, recycled nails, old 
school furniture, plywood, water bottles and scaffolding, 
all of which were utilized in both a structural and aes-
thetic manner. The temporality of waste/recycled materi-
als influenced the temporality of the theater structure.69
Re-purposing and re-contextualing (classes 2-4) 
“waste” and “useless” materials has allowed for the 
construction of a theater. 
KOBBERLING & KALTWASSER
RE-USE| MATERIAL 3.2
67
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CAN CUBE
SHANGHAI, CHINA
2009-2010
The Can Cube is a sustainable, mixed-use residential and 
office building designed in response to its surrounding 
environment. The building incorporates land (in front) 
and water (in back) through processional routes and 
views to/from the building. The facade of the Can Cube is 
composed of aluminum carbonated drink cans (enclosed 
in an aluminum frame). Using the cans in their pure/orig-
inal form on the facade saved energy wasted during the 
recycling process. Parts of this facade are operable, pro-
viding the user with control over his/her environment.70 
Aluminum cans as means of cladding has created an 
operable, sustainable facade system for this mixed-use 
project that re-contextualizes the cans and assigns them 
a new “identity” and purpose. 
ARCHI UNION ARCHITECTS, INC.
RE-USE| MATERIAL 3.6
69
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VAKKO FASHION/POWER MEDIA CENTER
ISTANBUL, TURKEY
2010
This project was designed for two Turkish “sister compa-
nies,” the fashion house of Vakko and a prominent tele-
vision and radio company, Power Media. This adaptive 
re-use project utilized an abandoned hotel’s concrete 
framework as the basis of the design. REX conceived 
the project as two separate buildings - (1) the existing 
“ring,” containing offices and (2) the Showcase (struc-
ture placed in the center) housing an auditorium, show-
rooms, meeting rooms and executive offices. Clad in a 
thin, structural glass, REX not only celebrates the original 
concrete structure, but also allows views in to recognize 
the mirror-clad Showcase.71
Re-purposing an existing structure has given an 
unoccupied and wasted site a new identity.
REX ARCHITECTURE
98,000 SQFT
RE-USE| STRUCTURE 3.9
71
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DIRTY HOUSE
SHOREDITCH, LONDON, UK
2002
The Dirty House was designed for artists Tim Noble and 
Sue Webster (see page 135), consisting of two studio 
spaces and a penthouse apartment. The structure is a 
converted timber factory, re-purposed and re-used to 
house two artists that are recognized for assembling gar-
bage into pieces of art. The existing building was stripped 
down to a hollow shell, leaving just the brick walls, al-
lowing for the two double-height studio spaces and the 
apartment above. The original exterior brick walls were 
painted black, and the light white roof “floats” above.72
Re-using an old timber factory/warehouse aligns with 
the artists’ intentions of re-purposing waste and creating 
something desirable.
DAVID ADJAYE
RE-USE| STRUCTURE 3.13 3.14
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LEHIGH VALLEY INDUSTRIAL PARKS
BETHLEHEM, PA, USA
2007-2010
Located on the former Bethlehem Steel plant, Steel 
Stacks is a re-use project, utilizing an unoccupied in-
dustrial brownfield as the site of a revitalized urban 
community. Steel Stacks is an arts and cultural center, 
integrating the history of Bethlehem steel production 
into the new urban community center, including concert 
pavilions/plazas, a community/education center, cafe, 
restaurant, performance space, and gallery space - all 
of which are located within or adjacent to the steel mill.73
Taking advantage of Bethlehem’s rich history as a sig-
nificant part of the “rust-belt,” Steel Stacks successfully 
transformed a previously abandoned steel mill/brown-
field into an active and historically rich urban community 
and public space.  
STEEL STACKS
RE-USE| SITE 3.18
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FRESHKILLS PARK
STATEN ISLAND, NY, USA
2001-2031
Freshkills Park is the largest recreational development 
project in NYC in the past century, transforming the 
world’s largest landfill into a “cultural destination,” em-
bodying the ideals of (urban) renewal and re-use. Con-
struction plans will take place over the next 30 years, 
developing the site and its natural/engineered beauty. 
Working from the periphery in (to assist in revitalizing the 
surrounding neighborhoods), the landfill mounds have 
been capped with a series of layered membranes that will 
allow the methane to be captured-sold-reused.74
Design issues include programming (social, cultural, 
physical activity), wildlife (supporting nature), and cir-
culation (ways in which the body/driver move through 
the site).
FIELD OPERATIONS
2,200 ACRES
RE-USE| SITE 3.22
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WASTE GENERATION & WASTE DISPLACEMENT
NYC WASTE REMOVAL/ DISPOSAL
U.S. Waste
NYC Waste Displacement
NYC Waste Disposal
3
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In 2010, Americans produced approxi-
mately 250 millions tons of waste, equat-
ing to about 4.5 pounds of waste per per-
son daily.75 
Municipal Solid Waste (MSW) includes the items we 
commonly use then throw away - it is estimated that a 
little over half of the waste generated is from residential 
sources, and the rest is from commercial and institu-
tional sources. Even though 34.1% of the waste of 2010 
was recycled, 54.2% of it was still discarded and left for 
the landfills.76 The majority of our trash is still discarded 
in landfills, and although the number of physical landfills 
have decreased over the years, the size of each of the 
landfills has increased.
CONSUMPTION & WASTE PRODUCTION
U.S. WASTE
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New York City generates about 50,000 
tons of garbage... a day.77
As the most populous city in the United States (a popula-
tion density of over 27,000 people per square mile) it is 
inevitable that waste management is a pressing issue.78
The management and displacement of trash is an issue 
that New York City has been trying to accomodate since 
the eighteenth century. At that time, New Yorkers threw 
their (primarily organic) waste onto the streets which 
was picked up by roaming dogs and pigs. Waste (MSW 
and human waste) was being dumped into the rivers sur-
rounding the five boroughs of NYC. Poorer areas of the 
city would pile up with trash, which pressured the city 
to develop a waste management system. At the end of 
the nineteenth century, New York City established a De-
partment for Street Cleaning in which brooms and carts 
would pick up the waste and displace it elsewhere.79
In the 1940’s incinerators were developed to burn away 
the garbage, leading to air pollution, and soon after 
landfills were developed. Fresh Kills, on Staten Island, 
was created in 1948 as a temporary solution for garbage 
disposal... but lasted more than half of a century and be-
came the largest landfill in the world.80
RESIDENTIAL
COMMERCIAL
27.71%
49.74%
22.55%
CO
NS
TR
UC
TIO
N,
 
DE
M
OL
ITI
ON
 
&
 FIL
L
2011 NYC WASTE PRODUCTION, PER DAY
CONSUMPTION & WASTE PRODUCTION
NYC WASTE
83
3.28
3.29 3.30
84
The process of disposing waste in New York City is exten-
sive. Once the New Yorker (resident/ commuter/ visitor) 
throws away his/her garbage, it is generally the last time 
they will think about it. 
Once the trash is “away” and off of the 
curb, it is out-of-sight and out-of-mind, 
no longer of concern to a majority of New 
York City.
The process of collecting the trash from the curbside and 
placing it in a packer/garbage truck is only the first step 
of waste management in New York City. This garbage 
from the five boroughs is delivered to transfer stations 
throughout the Brooklyn, Queens, the Bronx and New 
Jersey. Waste is only temporarily located at the trans-
fer stations, until it is placed on trucks that displace the 
garbage as far as a few hundred miles in six different 
states.81 
2,022 REAR-LOADING
COLLECTION TRUCKS
50,000 TONS OF WASTE
PER DAY
8.1 MILLION RESIDENTS
OF NYC
1.3 MILLION COMMUTERS + VISITORS
(DAILY)
RESIDENCE | BUSINESS
CURBSIDE
NO LONGER VISIBLE
TO THE NEW YORKER
OH
VA
SC
PA
NY
NJ
NYC
ACCOMMODATING WASTE
NYC WASTE DISPLACEMENT
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ROLE OF A WASTE TRANSFER STATION
New York City is continuously assessing their waste 
management system in attempts to resolve the waste 
displacement issues.82
Prevention
Preventing waste from being created at the start
Recycling, Resource Recovery, WTE
Re-using materials or converting waste into useful en-
ergy such as heat or electricity
Treatement
If waste cannot be removed or minimized, there are strat-
egies to reduce volume and toxicity of the waste, occurs 
at the transfer station
Disposal
The last resort to waste management is the landfill or the 
incinerator to eliminate the waste produced.
Architecture will not solve problem of waste, but it has 
the potential to raise awareness of the issues surround-
ing waste through public engagement and education, in 
hopes of influencing citizens to become more conscien-
tious of their waste production. 
WASTE DISPLACEMENT AND RE-LOCATION
NYC WASTE TRANSFER STATIONS
RECYCLING 
CENTER
INCINERATORLANDFILL
WASTE TO 
ENEGERY
LANDFILL
3.31
3.32
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13
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1
3
6
7
5
4
14
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1 ONYX WASTE SERVICES - TOTOWA, NJ
MANHATTAN & QUEENS
2 ONYX WASTE SERVICES - JERSEY CITY, NJ
QUEENS
3 AMERICAN REF-FUEL - ESSEX, NJ
MANHATTAN
4 SOLID WASTE TRANSFER & RECYCLING
NEWARK, NJ
MANHATTAN & QUEENS
5 WASTE MANAGEMENT, JULIA ST.
ELIZABETH, NJ
MANHATTAN/STATEN ISLAND
6 WASTE MANAGEMENT, FRONT ST.
ELIZABETH, NJ
MANHATTAN/STATEN ISLAND
7 COVANTA UNION (WASTE TO ENERGY)
RAHWAY, NJ
BROOKLYN
8 HARLEM RIVER YARD WASTE TRANSFER
BRONX, NY
BRONX
9 BRONX WASTE SERVICES - BRONX, NY
BRONX
10 TULLY ENVIRONMENTAL WASTE MGMT
CORONA, QUEENS, NY
QUEENS
11 WASTE MGMT REVIEW - MASPETH, QUEENS
QUEENS
12 BQE WASTE MGMT - SCOTT AVE., BROOKLYN, NY
BROOKLYN
13 WASTE MANAGEMENT - VARICK, BROOKLYN
BROOKLYN
14 BFI WASTE MANAGEMENT & RECYCLING
SCHOLES ST., BROOKLYN, NY
BROOKLYN
15 IESI PROGRESSIVE WASTE SOLUTIONS
COURT ST., BROOKLYN, NY
BROOKLYN
16 IESI PROGRESSIVE WASTE SOLUTIONS
50 ST, BROOKLYN, NY
BROOKLYN
PRIMARY REFUSE EXPORT SYSTEMS
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SITE CRITERIA & SITE POTENTIAL
NEW YORK CITY 
Hudson River Waterfront, Manhattan
Willets Point, Queens
Greenpoint, Brooklyn
East Williamsburg, Brooklyn
4
90
New York City presents many opportunities to fashion-
abandoned industrial/infrastructural (brownfield) sites 
into a vibrant public project that facilitates collectivity 
and engagement. Site criteria includes:
Isolation
A presently infrastructural site, abandoned, excluded 
from the public realm and public activity
Separation
An existing divide between residential/commercial (pub-
lic) and the industrial (private)
Infrastructural/Industrial Identity
Fashioning the unfashionable while maintaining the his-
toric infrastructural/industrial identity of the site
Proximity to Activity
Adjacent to residential area/community spaces, currently 
dividing a site/neighborhood, but providing an opportu-
nity for interaction, integration and community engage-
ment.
Transforming a previously “broken” site with fashionable 
infrastructure will provide the necessary infrastructural 
services to sustain society while also providing addi-
tional program to engage the public. 
SITE CRITERIA
PROJECT SITE POTENTIAL
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NYC, MANHATTAN
REVITALIZATION OF THE HUDSON RIVER WATERFRONT
Remaining Industry
Hudson Riverfront Park
Public Space
Cultural Objects
4
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INDUSTRYINDUSTRY RESIDENTIAL & LEISURE
LATE 1800’s
RESIDENCES & LEISURE MOVE
INLAND, AWAY FROM THE
INDUSTRIAL WATERFRONT
EARLY - MID 1900’s
POPULATION RISES, INDUSTRY 
BEGINS TO CLOSE ON THE 
WATERFRONT
ABANDONED INDUSTRYINDUSTRY RESIDENTIAL & LEISURE
LATE 1900’s - PRESENT
RE-CLAIMING AND RE-PURPOSING
AN ABANDONED WATERFRONT
ABANDONED INDUSTRYABANDONED INDUSTRY RESIDENTIAL & LEISURE
Throughout the 19th and early 20th centuries, the New 
York City waterfront was the center of commerce and 
trade, lined with shipping/cargo docks, wharves, piers 
and ferry terminals.83 This large number of goods that 
passed through Manhattan “fueled the city’s economy.” 
Manhattan was the top American seaport by the 1860’s 
and one of the primary international ports by 1900. In 
the next few decades, however, highways, bridges, es-
planades and “urban strategies” began to divide and 
fragment the industrial waterfront.84
When the Hudson River ceased to function as a port in 
1960, commercial concern for the waterfront began to 
arise (primarily due to economic motivations). The area 
alongside the Hudson River became a place of crime, 
disease and prostitution - “the post-shipping era water-
front is experiencing an identity crisis.”85 There was no 
general consensus regarding how the waterfront should 
be used (all urban development vs. all natural develop-
ment, etc.). By the 21st century, plans fell through for 
red-evelopment and re-vitalization. Only recently have 
the abandoned piers been fashioned, transforming their 
use, purpose, and significance to serve as the public 
space of Manhattan.
HISTORY OF MOVEMENT TOWARDS THE WATERFRONT
MANHATTAN WATERFRONT
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“It is very easy and natural to enthuse with the propo-
nents of speed highways, esplanades and bridges, but in 
this there is grave danger of losing sight of the fact that 
the North River and East River waterfronts below 34th 
Street have given New York ity the world preeminence it 
enjoys today.”
- John McKenzie, Commissioner of Docks, 193186
4.1
4.2 4.3 4.4
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HUDSON RIVER PARK
(INDOOR) RECREATION
BATTERY PARK CITY
GREEN/ OPEN
PUBLIC SPACE
RT 9A
HUDSON RIVER GREENWAY
HUDSON RIVER PARK (HPR)
CULTURAL
VACANT SITE
HIGHLINE PARK
SERVICE/ INFRASTRUCTURE
HUDSON RIVER WATERFRONT |  MANHATTAN, NYC
BATTERY PARK
HUDSON RIVER GREENWAY
NYC DEPT. OF SANITATION GARAGE
PIER 54, HRP
TRIBECA HUDSON RIVER PARK
PIER 25, HRP HRP PLAYGROUND
RT. 9A
BATTERY PARK CITY
PIER 26, HRP
HOLLAND TUNNEL
PIER 40, HRP
HRP DOG PARK
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PIER 81, HRP
HRP DOG PARK
PIERS 88, 90, 92, 94/ NY SHIP TERMINAL
LINCOLN CENTER RIVERSIDE PARK, SOUTH
HIGHLINE PARK
PIER 78/ LINCOLN TUNNELCHELSEA PIERS, HRP
PIER 66, HRP HUDSON YARDS
CHELSEA WATERSIDE PARK
U.S. LINES TERMINAL/ NYPD
PIER 86, INTREPID MUSEUM
PIER 98, CON EDISON
DSNY MARINE TRANSFER STATION
98
DEPARTMENT OF SANITATION GARAGE
LINCOLN & HOLLAND TUNNELS
Garage to store and shelter garbage/ sanitation trucks on the west side of 
Manhattan.
Constructed in 1952, this pier is built on floating concrete caissons. At one point it housed 
the Hudson Pier Depot for the NYC Transit Authority and in 2004 served as a temporary deten-
tion center. Plans to repurpose the pier as an addition to Chelsea Piers have been discussed. 
Hudson yards served as rail storage yards, surrounded by brownfields, warehouses and 
industry. A proposed mixed-use real estate development project is taking shape, as part of the 
Hudson Yards Redevlopment Project, to re-develop this valuable real estate on Manhattan.
Both serve as automobile tunnels connecting New Jersey to Manhattan under 
the Hudson River. First route of the Holland Tunnel opened in 1927, and that 
of the Lincoln Tunnel in 1937.
PIER 57
HUDSON YARDS
HUDSON RIVER WATERFRONT
REMAINING INDUSTRY
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Pier 98 serves as a hub for Con Edison Electric - including employee parking, 
a training activity, barge deliveries and storage of fuel oil. 
As a waste transfer station, it processes and sorts solid municipal 
waste - collecting it from local sanitation/garbage trucks and 
transfering to river barges which will deposit it to its final location.
U.S. Lines was a transatlantic shipping company - serving cargo from 1921-1989 and ocean 
liners from 1921-1969. It is now used by the NYPD, serving as the “tow pound,” housing 
towed cars. 
A ship terminal originally constructed in 1935 to replace Chelsea Piers as 
the primary location for ocean-going passenger ships/ luxury cruises. 
U.S. LINES TERMINAL/ NYPD
NY PASSENGER SHIP TERMINALS (PIERS 88, 90, 92, 94)
PIER 98, CON EDISON ELECTRIC
DSNY MARINE TRANSFER STATION
N Y
P D
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TRIBECA HUDSON RIVERFRONT PARK
PIERS 25 & 26
At the southern-most park of the Hudson Riverfront Park, abandoned industrial 
piers have been repurposed and redeveloped to serve as outdoor recreational 
space for the public of Manhattan - from skateboarding, to sun bathing to golf.
The largest pier in the park, it 
serves both community and recre-
ational functions. 
Pier 54 was once a Cunard-White Star Pier, the departure point for the Lusitania’s first voy-
age. The historic steel arch remains, and the pier is now open to public access, serving as a 
gathering point for concerts, film screenings, etc.  
PIER 40
PIER 54
HUDSON RIVER WATERFRONT
HUDSON RIVERFRONT PARK
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Pier 66 contains a boathouse (NY River Sports), for receational use, special-
izing non-motorized boats (kayaks, sailboats, etc.), as well as restaurants. 
Offering a boathouse, restaurant and cruise docks for sitings and tours around 
Manhattan - companies include Circle Line.
Once passenger ship 
terminals - today a 
sports/rec complex.
Open green/public space for 
recreational activities- basketball 
courts, playgrounds and a dog run. 
CHELSEA PIERS
CHELSEA WATERSIDE PARK
PIER 66
PIERS 82 & 84
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GREEN SPACE, OPEN SPACE, PARK SPACE
BATTERY PARK
At 25 Acres, the park created by landfill in the late 19th century, 
used to serve as protection to the town. Today the park includes 
Clinton Castle, a waterfront promenade, restaurant and a theater.
A total of 550 acres, running 5 miles on the West Side waterfront, 
the Hudson River Greenway occupies a strip of land between 
Route 9A and the waterfront.
HUDSON RIVER GREENWAY
HUDSON RIVER WATERFRONT
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A nfour mile strip of land, Riverside Park South is a waterfront 
park on the west side of Manhattan. Originally undeveloped land, 
the conceptual plan was done by Frederick Law Olmstead. 
Linear park built on the abandoned elevated (freight) tracks of the former New 
York Central Railroad, running from Gansevoort St. to West 30th St. on the 
(formerly industrial) west side of Manhattan.
HIGHLINE PARK RIVERSIDE PARK SOUTH
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BATTERY PARK CITY
93 acres of land fill, Battery Park City was created from land reclamation of sand from Staten Island and the land excavated during the construction 
of the World Trade Center. Named for the nearby Battery Park, Battery Park City is a mixed-use planned development project, with 36 acres of open 
park space - Robert F. Wagner Jr. Park, South Cove Park, Esplanade, Rector Park, West Thames Park, Rockefeller Park, Teardrop Park. $
HUDSON RIVER WATERFRONT
CULTURAL OBJECTS
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The Lincoln Square (1906) Renewal Project was approved in 
1955 - Robert Moses led the initiative to transform the square to 
a cultural center and arts organization. 
The USS Intrepid contains one of the 24 Essex-class aircraft carriers built 
during World War II for the US Navy. In 1982, it became the base of the Intrepid 
Air, Sea and Space Museum.
INTREPID MUSEUM LINCOLN CENTER
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NYC, BOROUGH OF QUEENS
VALLEY OF ASHES AT WILLETS POINT
Willets Point 
History
4
108
The “Iron Triangle” is a region in Corona, Queens that 
lacks modern accomodations, including sidewalks and 
sewers.87 Willets Point is a world entirely removed from 
the neighboring its neighboring cultural points such as 
Citi Fields and Flushing-Corona Meadows Park. The area 
of Willets Point is surrounded by highways infrastructure, 
and contains scrap yards, auto repair shops, and waste 
processing plants. Regardless of the numerous attempts 
to integrate Willets Point into the rest of the its imedi-
ate (cultural) environment, plans have been turned down 
since the 1960’s.88 
Recently Mayor Bloomberg proposed an urban renewal 
plan that has been debated, fought, approved and de-
bated again since 2007. “Willets Point will become New 
York’s next great neighborhood, with retail and entertain-
ment amenities, a hotel and convention center, mixed-
income housing, public open space, and community 
uses.”89 Ignoring the industrial and infrastructural iden-
tity of Willets Point is not the solution. Historical identity 
remains regardless, and it cannot be erased, ignored, and 
replaced. 
VALLEY OF ASHES, WILLETS POINT
CITI FIELDS, METS
MTA SUBWAY TRAIN 7
LONG ISLAND RAILROAD
U.S. TENNIS ASSOCIATION NATIONAL TENNIS CENTER
WORLD’S FAIR 1964-65 UNISPHERE
QUEENS MUSEUM OF ART
FLUSHING-CORONA MEADOWS PARK
WORLD’S FAIR 1964-65 NY STATE PAVILION
VALLEY OF ASHES
WILLETS POINT
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SALT MARSH
FLUSHING RIVERS
ROBERT MOSES, CLEARING & 
CONSTRUCTION,1939-40 WORLD’S 
BROOKLYN ASH REMOVAL COMPANY
CORONA DUMP
WORLD’S FAIR
“THE WORLD OF TOMORROW”
“VALLEY OF ASHES” F. SCOTT 
FITZGERALD, THE GREAT GATSBY
OFFICIAL NAMING
FLUSHING MEADOWS CORONA PARK
WILLETS POINT IN TIME 19381909 1939-401925 1940
WORLD’S FAIR
“PEACE FOR UNDERSTANDING”
CITI FIELDS, METS
REPLACEMENT OF SHEA STADIUM
SHEA STADIUM CONSTRUCTION
METS BASEBALL
WILLETS POINT
AUTO SHOPS & SCRAP YARDS
USTA BILLIE JEAN KING NATIONAL 
TENNIS CENTER, U.S. OPEN
WILLET’S POINT
MIXED-USE REDEVELOPMENT PLAN
1964-65 20091964 PRESENT1978 2009-PRESENT
“About halfway between West Egg and New York the motor road hastily joins the 
railroad and runs beside it for a quarter of a mile... this is a valley of ashes - a 
fantastic farm where ashes grow like wheat into ridges and hills and grotesque 
gardens; where ashes take the forms of houses and chimneys and rising smoke; 
and finally, with a transcendent effort, or ash-gray men who move dimly and 
already crumblin through the powdery air...” - The Great Gatsby90
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NYC, BOROUGH OF BROOKLYN
NEWTOWN CREEK AS PROJECT SITE
Newtown Creek
Greenpoint
East Williamsburg
Superfund Site & Awareness
Residential vs. Industry
Mediation and Integration
4
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Newtown Creek is about four miles long and divides 
Brooklyn from Queens, a tributary of the East River. New-
town Creek has five main tributaries (Dutch Creek, Whale 
Creek, Maspeth Creek, East Branch and English Kills).91 
The land surrounding the banks of the Newtown Creek, 
was once the center of industrial activity in New York 
City.92 Starting as a farming development, by the 1800’s 
the banks of the creek were lined with oil refineries, glue 
factories, saw mills, lumber yards, coal yards, etc. and 
the creek served as the primary means of transportation 
to these industries.93 Just as evidenced at the waterfront 
of Manhattan, Newtown Creek was the industrial center of 
the city, and the residents moved inland. Greenpoint/East 
Williamsburg established itself as a center of shipbuild-
ing and maritime commerce.
Because of the industry adjacent to Newtown Creek, the 
water has become dangerously polluted by activities of 
the past and the present. With no natural flow, the com-
bined storm runoff, sewage, and industrial waste pro-
vides the only means of movement in this stagnant creek. 
HISTORY OF NEWTOWN CREEK
INDUSTRIAL WATERFRONT
4.5
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MTA SUBWAY G TRAIN
MCGOLRICK PARK
COOPER PARK & FROST PLAYGROUND
NEWTOWN CREEK
LONG ISLAND CITY, QUEENS
GREENPOINT, BROOKLYN
INDUSTRY
EAST WILLIAMSBURG INDUSTRIAL PARK (EWIP)
MTA SUBWAY L TRAIN
EAST WILLIAMSBURG, BROOKLYN
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NEWTOWN CREEK INDUSTRIAL GROWTH & IDENTITY
NEZIAH BLISS BUILDS BLISSVILLE DRAWBRIDGE, 
LEADING TO THE RAPID INDUSTRIALIZATION OF 
GREENPOINT
DUTCH & ENGLISH SETTLE THE CREEK
FARMS & INDUSTRY ON BOTH BANKS
NEWTOWN CREEK BEGINS TO DEVELOP AN INDUS-
TRIAL IDENTITY
RAILROAD CONSTRUCTED ALONG THE QUEENS 
WATERFRONT
18501630 18601800
STANDARD OIL, UNDERGROUND OIL SPILL INTO 
THE NEWTOWN CREEK
PULASKI BRIDGE, REPLACING VERNON AVE. 
BRIDGE, CONNECTING LONG ISLAND CITY,  QUEENS 
& GREENPOINT, BROOKLYN
1950 1954
PARTS OF GREENPOINT SHIFT FROM INDUSTRIAL 
TO RESIDENTIAL - AWARENESS IS RAISED RE-
GARDING CONTAMINATION IN THE CREEK
1980
EPA IS FORMED IN 1970
17-30 MILLION GALLONS OF OIL RELEASED INTO 
THE NEWTOWN CREEK
1978
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KOSCIUSZKO BRIDGE, CONNECTING QUEENS AND 
EAST WILLIAMSBURG
BOTH SIDES OF THE CREEK ARE LINED WITH SHIP-
YARDS, FOUNDRIES, FABRIC/PAPER MILLS, FOOD 
PROCESSORS
BECOMES A MAJOR SHIPPING HUB, TRANSFORM-
ING THE WATERWAY (WIDENING AND DEEPENING 
THE CREEK FOR SHIPS)
19391900 1920/1930
PENNY BRIDGE CONSTRUCTED BETWEEN BROOKLYN 
& QUEENS, LATER DEMOLISHED
1870
NEWTOWN CREEK NATURE WALK
RAISING AWARENESS ABOUT ITS HISTORY
DESIGNATED AS A SIGNIFIVCANT MARITIME 
INDUSTRIAL AREA (SMIA), FACILITATING THE 
GROWTH OF WATER-DEPENDENT INDUSTRIES
TREND OF CLOSING INDUSTRIES IN MANHATTAN, 
NEWTOWN CREEK INDUSTRIAL IDENTITY REMAINS 
REGARDLESS OF CLOSURES, RESIDENCES
DECLARED A SUPERFUND SITE BY THE EPA
(CONTINUED DISCOVERY OF HAZARDOUS MATERI-
ALS AND SUBSTANCES IN THE CREEK) 
200919921983 2009
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Newtown Creek is composed of storm water runoff, sewer 
overflows, and discharges from pollution sources (indus-
tries, etc.). The creek is essentially stagnant, leaving the 
pollutants to settle, creating a 15ft thick layer of “black 
mayonnaise” - a combination of raw sewage, petroleum 
and coal tar.94 
Since 1980 the EPA has been collecting samples from 
Newtown Creek, and have continued to detect hazard-
ous substances. In the 2009 EPA began Expanded Site 
Investigation (ESI)  of the Newtown Creek, discovering 
found metals, volatile organic compounds, semi-volatile 
organic compounds at outstanding levels.95
The Newtown Creek is declared a Superfund Site by the 
EPA. Superfund relates to the Comprehensive Environ-
mental Response, Compensation, and Liability Act of 
1980; a federal law to clean and revive contaminated 
sites/ hazardous subtances.96 
The hazardous substances in the creek that are detri-
mental to the surrounding neighborhoods, the EPA has 
placed Newtown Creek on the National Priorities List, 
and in 2011 Remedial Investigation/Feasibilities Studies 
began in order to document the conditions at Newtown 
Creek, determine the cause of the pollution, assess the 
well-being of the surrounding neighborhoods and begin 
“cleaning” acts.97
POLLUTION & CONTAMINATION
SUPERFUND SITE
4.6
4.8
4.7
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“The Newtown Creek Armada is an art installation that 
invites the public to explore the past, present and future 
of a contaminated New York City waterway.”98
Newtown Creek is one of the most polluted bodies of 
water in the United States, and the Armada art installation 
allows the public to “pilot a fleet” of remote-controlled 
boats along the creek while viewing video that the boats 
are sending back to the shore. Launched in September 
2012,99 in Greenpoint, the installation allowed the public 
to interact with the overlooked industrial waterway, un-
derstanding its rich industrial history and raising aware-
ness of the pollutants and industrial identity through 
interation. 
Collaboration between artists Laura Chipley, Nathan 
Kensinger and Sarah Nelson Wright in partnersjip with 
North Brooklyn Art Coalition (nbART) and NYC Depart-
ment of Environment Protection.100
ART INSTALLATION
NEWTOWN CREEK ARMADA
4.9 4.12
4.11
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NEWTOWN CREEK
MANHATTAN QUEENS
BROOKLYN
EAST
RIVER
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PHYSICAL BOUNDARY, DEFINING INDUSTRY - BROOKLYN & QUEENS
OPEN TO MANHATTAN - BROOKLYN, QUEENS & MANHATTAN
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As evidenced by the New York City Hudson River Wa-
terfront, the public is moving back to the waterfront for 
recreation. Newtown Creek and the surrounding industrial 
areas are declared Significant Maritime Industrial Areas 
(SIMA), meant to facilitate and continue the development 
of industry at these locations.101
Even though there is a movement to maintain industry 
along the banks of Newtown Creek, public access and 
engagement does not have to be sacraficed or com-
promised. This is an opportunity to not only design a 
functioning piece of infrastructure or industry, but more 
importantly engage the public and facilitate interaction. 
An industrial identity must be maintained to reflect this 
history and significance of Newtown Creek in the devel-
opment of New York City’s industrial success, while also 
providing for the recreational/needs of the surrounding 
environment.
1800’s
INDUSTRY LOCATED ON THE WATER-
FRONT, RESIDENCES & GREEN SPACE
MOVE INLAND, AWAY FROM THE WATER
AS POPULATION GROWS, PUBLIC
ENCROACHES ON THE WATERFRONT,
RE-PURPOSING ABANDONED LAND,
BUILDING OR PIERS
PUBLIC HAS RE-CLAIMED SITES
ON THE EAST RIVER, FACING 
FASHIONABLE MANHATTAN - THE
NEWTOWN CREEK INDUSTRIAL
WATERFRONT REMAINS OVERLOOKED
INDUSTRIAL/ INFRASTRUCTURAL
IDENTITY REMAINS ADJACENT TO
THE NEWTOWN CREEK.
1900’s PRESENT
OPPOSING AGENDAS
INDUSTRIAL VS. RESIDENTIAL
S OR PIERS
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GREENPOINT
LONG ISLAND CITY
EAST
WILLIAMSBURG
PULASKI BRIDGE
PULASKI BRIDGE
BQE & INDUSTRY
MORGAN AVE
RESIDENCES VS. INDUSTRY
NORMAN AVE
RESIDENCES VS. INDUSTRY
MCGOLRICK PARK
NEWTOWN CREEK
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INDUSTRIAL
COMMERCIAL
RESIDENTIAL
PARK SPACE
GREEN SPACE
HIGHWAY
RAILROAD
SUBWAY
STREET-SCAPE
EAST RIVER & NEWTOWN CREEK
TYPOLOGICAL DISTRIBUTION
123
INDUSTRIAL COMMERCIAL
124
RESIDENTIAL PARK SPACE, GREEN SPACE
125
RAILROAD,HIGHWAY, SUBWAY STREET-SCAPE
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Located at the intersection of Lombardy Street and Poter 
Avenue, the brownfield site is at the convergence of resi-
dential, commercial, and industrial landscapes. A former 
oil refinery, the site is an opportunity for a mediation of 
the three opposing programs of the neighborhoods adja-
cent to the Newtown Creek. 
A tension exists between the severed landscapes of East 
Williamsburg - between the inland residential and park-
scape, to the waterfront industrial landscape. Transform-
ing infrastructure into a destination and public space will 
mediate the three opposing landscapes that converge at 
the project site. The public cannot be hindered by the 
industry, but rather embrace the industrial history and its 
potential to integrate additional program. The industrial/
infrastructural landscape must be fashioned to facilitate 
collectivity, while still maintaining the identity of the site.
PROJECT SITE
EAST WILLIAMSBURG, BROOKLYN
INTERSECTION OF
COMMERCIAL - INDUSTRIAL - RESIDENTIAL  
PROJECT SITE
CONVERGENCE OF AGENDAS
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MANUFACTURED GAS PLANT
INDUSTRIAL IDENTITY
MASPETH A
VE.
VARICK AVE.
NEW
TOW
N CREEK
BASEBALL ON BROWNFIELDS
PREVIOUS SITE OF MASPETH HOLDERS
THE END OF MASPETH HOLDERS
LIQUIFIED NATURAL GAS TANKS
COMPRESSED NATURAL GAS FILLING STATION
From 1928-1952 the site was owned by Brooklyn Union 
and Gas. A manufacture gas plant (MGP) was located at 
this site - manufactured gas was the primary source for 
heating, cooking and lighting in homes and businesses. 
In order to produce the manufactured gas, coal or oil was 
heated, but a coal tar was produced as a byproduct. Coal 
tar, a dense oil/liquid mixture of toxic contaminents, con-
taminated the Newtown creek.
Today, the site is owned by National Grid, and is adja-
cent to one of National Grid’s main locations in NYC. 
The primary service is a Peakshaving Plant/ Liquefied 
Natural Gas (LNG) Storage Facility. This includes the two 
enormous white holding tanks (1968,1971) that store 
liquefied natural gas (LNG is produced by super cooling 
natural gas and placing it under high pressure). Typically 
the natural gas comes from Canada and Mexico, but to 
ensure that NYC has enough natural gas in the peak sea-
son, they have it stored in these tanks.
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RESIDENTIAL VS. INDUSTRIAL
SITE TENSION
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INDUSTRIAL
COMMERCIAL
RESIDENTIAL
PARK SPACE
GREEN SPACE
HIGHWAY
RAILROAD
SUBWAY
STREET-SCAPE
PROJECT SITE
TYPOLOGICAL DISTRIBUTION
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INDUSTRIAL COMMERCIAL
132
RESIDENTIAL PARK SPACE, GREEN SPACE
133
RAILROAD,HIGHWAY, SUBWAY STREET-SCAPE
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250,000 SQ FT PROJECT SITE
SYRACUSE UNIVERSITY
MAIN QUAD
SCALE COMPARISON
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EAST WILLIAMSBURG 
INDUSTRIAL PARK
PROJECT SITE
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WASTE TRANSFER & MATERIAL RECOVERY
TRANSPORT AND RECOVERY OF WASTE AS OPPORTUNITY FOR DESIGN
MRF Operations
Fashioning a Material Recovery Facility
5
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Waste Transfer Stations (located throughout the five bor-
oughs of New York City) serve as buildings/processing 
sites where local waste transportation vehicles deposit 
the trash before it is loaded onto regional/larger vehi-
cles. From the transport center, the waste is then fur-
ther transported to the “end point” of disposal, such as 
a landfill, incinerator, hazardous waste facility or recy-
cling center.102 In some instances, waste transfer stations 
also contain Material Recovery Facilities (MRF), which 
serve to remove recyclable materials from the “waste 
stream.”103   
Material Recovery Facilities (MRF) are where drop-off 
and curbside pick-up recyclables are sent. A material re-
covery facility inevitably recieves solid municipal waste 
that cannot be recycled, which is then transported and 
disposed of like any other waste transfer station.104 Utiliz-
ing a variety of methods, the materials that enter the facil-
ity are sorted by type of material, as diagrammed to the 
right.  Sorting methods include conveyor belts, gravity, 
magnets, and human hands to minimize contamination 
of the recyclable material bales. These materials are then 
baled by material properties (glass, plastic, newspaper, 
paper, etc.), which are then shipped to manufacturers 
who buy the bales from MRFs.105 These manufacturers 
utilimatey (or ideally) create new products out of the re-
cycled material.
DROP-OFF
TRASH
(NON-RECYCLABLES)
DISPOSAL
SELLING
(RECYCLABLES)
TO MANUFACTURERS
SEPARATE TRASH & RECYCLABLES
SORT RECYCLABLES
BALE & SHIP COMPRESSED MATERIALS
MRF
CURBSIDE PICK-UP
LANDFILL
WTE
WASTE MANAGEMENT
OPERATIONS OF A MATERIAL RECOVERY FACILITY
139
MATERIALS
UNLOADED
MEANS  OF SORTING MATERIALS, MRF
1 SORTING UNWANTED MATERIALS FROM PAPER PRODUCTS- REDUCING CONTAMINATION OF BALES3
GRAVITY SORTS PAPER FROM
OTHER MATERIALS2
MAGNETIC
ATTRACTION4 MAGNETIC REPULSION5 PUFF OFAIR6
PAPER
PLASTIC
BAGS
CARDBOARD TRASH
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Although the waste management system improves and 
sustains modern living, the mere physical presence of 
a material recovery facility degrades the quality of life in 
the surrounding neighborhoods. 
Existing waste management facilities, especially waste 
transfer stations, are ignored within the designed en-
vironment. Fashioning the unfashionable requires the 
insertion of additional (not necessarily associated) 
program. Understanding the requirements of a material 
recovery facility while architecturally engaging the pub-
lic through additional program and collective exhibition 
space would result in a raised awareness about the “trail 
of trash.” 
Visitors of the transfer station would en-
counter their waste and recyclables in a 
fashionable way that encourages learning 
and interaction.
New York City produces more waste than it can acco-
modate. Situated in East Williamsburg Industrial Park, 
Brooklyn, the material recovery facility will not only 
sustain and strengthen the waste management system 
of New York City, but more imporantly provide for the 
growing population of the neighborhood. The material 
recovery system will function properly as means of waste 
disposal while raising awareness about waste displace-
ment and issues of consumption and production. East 
Williamsburg is an up-and-coming artistic community 
that would benefit from an exhibition space that promotes 
and encourages artists focusing on re-use and recycling. 
Spaces of art, industry and park will mediate the tension 
of “residential vs. infrastructure” while maintaining the 
industrial identity of area of Newtown Creek. 
INFRASTRUCTURECOMMUNITY
COMMUNITY + INFRASTRUCTURE
TRANSFORMING THE WASTE MANAGEMENT SYSTEM
FASHIONING A MRF
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FASHIONING THE UNFASHIONABLE
MRF
MRF
+ +
ART PARK
LANDFILL
WTE
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MATERIAL RECOVER FACILITY AS EXHIBITION
A REALM OF RE-USE
Programmatic Relationships
Art and Exhibition as Means of Learning
5
144
Art is a significant and prevalent part of society. Art is 
understanding. Art is creating. Art is interacting. 
Instead of merely learning about the process of waste 
management and material recovery through observation 
of the sorting, condensing and baling processes of the 
facility, the public has the opportunity to engage with the 
waste at a greater level. There is an interaction with the 
MRF, and an engagement between the public and the 
infrastructure. The public not only learns about waste 
by understanding the infrastructural processes of waste 
management, but more importantly through the art that is 
created and displayed at the MRF.  
It is important to have an exhibition space - indoor and 
outdoor - providing artists with the opportunity to cre-
ate whatever size/scale work of art they wish. A site for 
installations, exhibitions and lectures regarding the sig-
nificance of waste management provide education op-
portunities regarding waste, especially as it pertains to 
NYC. The MRF will provide more than its infrastructural 
purposes - it will provide leanring opportunities risen 
from engagement and collectivity. 
The art of waste is representatitive of the 
values of the culture at the time.
As the art is created with the waste/recyclables, an iden-
tity is documented and created at that given time. Just 
like fashion and architecture, these works of art of waste 
are representative of the values of the culture at that time. 
Through the materiality of the work it is evident what 
was valued, because it is not present in the waste. Their 
waste, their non-fashions, will be exhibited through the 
art of waste. This entire notion of waste vs. non-waste 
and fashion vs. non-fashion assimilates itself back to the 
notions of fashion and architecture as means of collec-
tive selection and social mechanisms. Over time, the art 
of waste will be curated, and can be analyzed as trends, 
notions of change, etc. - just as fashion and architecture 
have.
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SIGNIFICANCE OF ART
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The social mechanism and temporality of fashion pro-
vides a framework within which an architecture of waste 
is created. The Swan (Salvaged Waste At Newtown) Art 
Center and MRF transforms mundane infrastructure into 
a site of collectivity and public engagement. The site 
repurposes an existing, abandoned brownfield that abuts 
a normative housing block. 
The project mediates the opposing conditions 
of residential and industrial uses by merging 
artist studios with a material recovery facility, 
creating a realm of re-use and the art of waste. 
Swan Art Center adds another strand to the waste man-
agement system - one of re-use. 
SALVAGED WASTE AT NEWTOWN
THE ART AND ARCHITECTURE OF WASTE
SALVAGED WASTE AT NEWTOWN ART CENTER
W@N
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The artists themselves act as agents of transformation. 
The act of the artists on the waste stream creates a ter-
tiary program of gallery and public spaces. This inter-
vention and interruption of the waste stream creates a 
series of feedback loops - the public generates waste, 
the MRF sorts the waste, the artists transform and fashion 
the waste, and the transformed waste is put on display 
for the public.  
Two paths are created for the waste - (1) the normative 
path of waste, where the recyclables are sorted, baled, 
and sold to manufacturers - (2) the new path, where the 
raw waste is transformed to become something valuable, 
a work of art. 
Transforming the material recovery facility into a mixed-
use exhibition and studio space utilizes recycled materi-
als and raises awareness about waste removal, displace-
ment and disposal in New York City. 
ROLE OF ARTISTS AT SW@N ART CENTER
AGENTS OF TRANSFORMATION
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There is an integration between an interactive museum 
identity and a utilitarian waste transfer and material re-
covery facility. The process of waste removal and recy-
cling, sorting, compressing and baling is not only put on 
exhibit itself, but more importantly facilitates the artwork 
created and exhibited on site. The sorting process is not 
only viewed, studied, and observed, but more impor-
tantly it is engaged by the artists and by the public. There 
is a direct interaction between the public and the art of 
waste, between the artists and the waste, and between 
the MRF and the public. 
The public not only has the opportunity to learn about 
the MRF process, but more importantly can learn hands 
on, either through the faiclity or through the museum. 
There is a literal and conceptual transparency between 
the operations of the MRF and the operations of the art-
ist studios. The public not only learns about the MRF 
processes, but also understands waste (and its meaning) 
through art. 
Transforming, curating, collecting and un-
derstanding waste is essential to engage 
the community while maintaing an indus-
trial identity of material recovery facility. 
The multi-agenda program of the MRF is not meant to 
ignore the infrastructural functions and responsibilities. 
The art and park do not operate next to the material re-
covery facility, but rather an integral part of the MRF. The 
MRF cannot function as more than infrastructure without 
the art (cannot function as something to educate and en-
gage the public) and the art cannot function without the 
MRF (no resources, no materials, no studio space).
       1 SQUARE = 1,000 SQFT
MRF ART PARK
RE-PROGRAMMING INFRASTRUCTURE
MRF AS EXHIBITION
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GALLERY
45,000 SQFT
GALLERY SERVICES
5,000 SQFT
GALLERY ADMIN
1,500 SQFT
COLLECTIVE WORK
3,000 SQFT
WOOD/METAL SHOP
3,000 SQFT
ARTIST LIVE/WORK
STUDIO SPACE
1,000 SQFT EACH
TERRACE
4,000 SQFT
ARTIST LIFT
1,500 SQFT
CRIT SPACE
2,000 SQFT
GALLERY LECTURE 1
5,500 SQFT
GALLERY LECTURE 2
3,000 SQFT SALVATION ARMY
6,500 SQFT
GARDEN CAFE
1,500 SQFT
GALLERY CAFE
2,500 SQFT
FLEA MARKET
20,000 SQFT
MRF ADMIN
3,500 SQFT
TRUCK STORAGE
7,000 SQFT
MRF SERVICES
1,500 SQFT
MRF
TIPPING FLOOR
SORTING
BALING
70,000 SQFT
BALE STORAGE
8,000 SQFT
TRUCK PARKING
5,000 SQFT
ARTISTS ADMIN
1,500 SQFT
KITCHEN/LIVING
2,000 SQFT
FLEXIBLE
GREEN SPACE
30,000 SQFT
SCULPTURE GARDEN
25,000 SQFT
GARDEN SERVICES
2,000 SQFT
CLASSROOMS
4,000 SQFT
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SWAN ART CENTER WEAVES SEPARATE STRANDS OF PROGRAM
PLAITING & BRAIDING
155
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The Swan Art Center re-considers the role of infrastruc-
ture for the public. Instead of remaining an introverted 
and contained material recovery facility, Swan produces 
something for the public - it becomes an “extroverted,” 
infrastructural project. 
The surrounding site conditions inform the formal strat-
egy, weaving these external forces (primarily program-
matic) into this site of convergence. 
Studies of the relationships between connections and in-
tersections between these three (programmatic) strands 
resulted in three-dimensional form-making; clay pro-
grammatic strands were woven to create initial concept 
models, that soon developed into massing strategies on 
the site. 
EXTERNAL CONDITIONS & FORMAL LOGIC
SITE FORCES
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MATERIAL RECOVERY FACILITY
PATH OF WASTE
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ARTIST STUDIOS, GALLERY, CLASSROOMS
PATH OF ARTISTS & PUBLIC
164
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ARTISTS OF WASTE
TRANSFORMING THE USE-LESS
Maya Lin
Time Noble & Sue Webster
Chris Jordan
Vik Muniz
HA Schult
Robbie Rowlands
5
166
RECYCLED LANDSCAPES
STUDIO 94, NEW YORK CITY, NY
2009
Composed of discarded children’s toys and found ma-
terials (cereal boxes, maps, cardboard, etc.), Maya Lin’s 
small-scale sculptures explore ideas of waste and re-
use. The “boisterous everyday objects” have (had) val-
ues that are (were) ritualistic and consumerist.106
Taking something that was once “loved, consumed, worn 
out, and thrown away,” Maya Lin re-contextualizes the 
items and gives them new life and meaning as small 
scale sculptural installations.
MAYA LIN
RE-USE| MATERIAL
5.1
5.4
5.2 5.3
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WILD MOOD SWINGS
2009-2010
Tim Noble and Sue Webster are known and recognized for 
transforming found-objects, typically waste, into works 
of art. Their assemblages of trash are carefully com-
posed so when light is projected on them, their shadows 
become identifiable (figures). This “transformative art” 
takes discarded objects, whether wood, scrap metal, 
taxidermy, etc. and re-contextualizes and re-assembles 
them into a recognizable image.107
These shadow investigations, as demonstrated by Wild 
Mood Swings, demonstrate the ways in which something 
considered to be useless can become part of a work of 
art, taking something unwanted and making it necessary 
to a composition.
TIM NOBLE & SUE WEBSTER
RE-USE| MATERIAL 5.5
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RE-USE| MATERIAL
RUNNING THE NUMBERS
AN AMERICAN SELF-PORTRAIT
2006
Making statements regardin the consumption of finite 
resources in America, Chris Jordan composes and pho-
tographs larger images/sculptures that are made out of 
representative “found objects.”108
(Left) Car Keys, 2011: 260,000 car keys equal to the 
number of gallons of gasoline burned in motor vehicles 
in the US every MINUTE.
(Right) Caps Seurat, 2011: 400,000 plastic bottle caps, 
euqla to the average number of plastic bottles consumed 
in the US every MINUTE.
CHRIS JORDAN
5.6
5.8
5.7
5.9
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WASTE LAND
RIO DE JANEIRO, BRAZIL
2010
The documentary film “Waste Land,” follows Vik Muniz 
on his trip to Rio de Janeiro, where one of the world’s 
largest garbage dumps is located. Muniz discusses the 
process of waste management, photographs the dedicat-
ed workers on the dump and then arranges found objects 
from the dump to photograph them to create works of 
art.109 
VIK MUNIZ
RE-USE| MATERIAL
5.10
5.11 5.12 5.13
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TRASH PEOPLE
VARIOUS LOCATIONS
1996-PRESENT
HA Schult since 1996 has installed one thousand life 
sized “trash people” throughout the world, at famous 
monuments-public spaces-structures. These “trash peo-
ple” are made from re-used electronic waste, crushed 
cans, and other waste as a critique on the nature of soci-
ety’s consumption and production of waste.110
Famous locations for the installation include the Great 
Wall of China, Moscow’s Red Square, the Pyramids of 
Giza, Egypt, the Roman Colosseum, Piazza del Popolo, 
Rome, 
HA SCHULT
RE-USE| MATERIAL 5.14 5.16
5.15
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BUS DEPOT INTERVENTION
DANDENONG, AUSTRALIA
2008
Robbie Rowlands studies the objects that surround us 
everyday, “questioning their nature.” Rowlands cuts and 
manipulates the recognizable character of depot, peeling 
back different layers to reveal what is beneath - making 
the observer aware of what lies beneath the comfortable 
environment that we inhabit.111
“In my work I transform material from the urban envi-
ronment using simple processes of cutting, bending 
and stacking. Arranging and reconstructing the portions 
I search for discernible patterns to create new forms that 
intercept the preconceived order. Offering up the potential 
of a new process of thought or interaction.”112
ROBBIE ROWLANDS
RE-USE| STRUCTURE 5.17 5.20
5.18 5.19
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ARTIST COMMUNITIES
WORKING ON SITE, ENGAGING WITH MATERIAL, INTERACTING WITH WASTE
Temple Bar Gallery & Studios
Eyebeam Creative Residences
5
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ARTISTS-STUDIOS & GALLERY
DUBLIN, IRELAND
EST. 1983
Temple Bar Gallery and Studios (TBG+S) offers thirty 
individual artists’ studios. In one year more than fourty 
artists will have stayed and worked at TBG+S. Offer-
ing studio space at a subsidized cost, TBG+S supports 
both local and international artists (exchange programs) 
through their artistic endeavors.113
Rentals include studio space, limited use of digital 
equipment and tools, access to the reading room, scan-
nig and printing facilities and more. Artists seeking pro-
fessional development are the prime candidates selected 
for the studio rentals.
 225 SQ FT - 590 SQ FT for each studio space
TEMPLE BAR GALLERY + STUDIOS
GALLERY + STUDIOS 5.21 5.23
5.22
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ART + TECHNOLOGY CENTER
NEW YORK CITY
Eyebeam Art and Technology Center provides gallery and 
exhibition space, public programs and creative residenc-
es to both national and international artists. Eyebeam 
residencies support “the creative research, production 
and presentation of initiative, queying art, technology 
and culture.” Residencies last for up to five months; a 
period in which artists emmerse themselves in “artistic 
investigation” and research to further their artistic pur-
suits.114
EYEBEAM CREATIVE RESIDENCES
GALLERY + STUDIOS & RESIDENCES 5.24
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ARCHITECTURE OF WASTE
PRECEDENT STUDIES ON FASHIONING WASTE MANAGEMENT
Michael Singer Studio, Recycling Center
Maya Lin, Bronx Community Paper Company
Selldorf Architects, Recycling Facility
Dattner Architects, Wastewater Treatement
5
178
PHOENIX RECYCLING FACILITY
PHOENIX, AZ, USA
1990’S
Michael Singer re-conceptualized the purpose of this 
facility from an “out-of-site, out-of-mind” infrastructural 
object to a landmark that stands out in the city’s land-
scape. The facility engages the public of Phoenix by pro-
viding facilities for their use, including education spaces, 
lecture and auditorium spaces, public gardens in con-
junction with programs associated with waste manage-
ment and recycling centers. Considerations include site 
context, energy consumption, public access, water man-
agement, and the ways in which architectural design can 
create an unobtrusive response to a recycling center.115 
Michael Singer re-imagines and reconsiders the ways in 
which a recycling center can provide for the public, aside 
from the necessary services.
MICHAEL SINGER STUDIO
100,000 SQFT
NEW DESIGN| PROGRAM
5.25
5.26 5.27
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BRONX COMMUNITY PAPER COMPANY
SOUTH BRONX, NY, USA
1994
The BCPC was designed not only as a solution to the 
amount of wasted paper in New York City, but more im-
portantly as an opportunity to transform a brownfield site 
in one of the poorest areas of the Bronx into an engag-
ing paper mill and green space. BCPC addressed issues 
of waste management/recycling ideals as well as the 
issue of declining manufacturing jobs. The goal of the 
project was to create a “humanistic center” that not only 
recycled paper and made newsprint, but also to create 
a positive environment for workers, the community, and 
the public that would tour the facility.116
Maya Lin designed BCPC as a set of buildings and green 
spaces that work in harmony with each other, redefining 
man’s relationship to the environment. 
MAYA LIN
NEW DESIGN| PROGRAM
5.30
5.31
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SUNSET PARK RECYCLING FACILITY
BROOKLYN, NY, USA
2011-PRESENT 
An abandoned 11-acre pier on the Gowanus Canal in 
Brooklyn is the new location of a facility for recycling 
and active education.117 Located right on the water, the 
facility is a tipping building, open to collections from 
a barge, eliminating 260,000 miles of annual vehicular 
truck travel. The public space includes a green space, 
admin. offices, classrooms, and a visitor center - which 
is linked to the recycling building through a pedestrian 
bridge/observation room.118
Integrating education, infrastructure and sustainability, 
Selldorf Architects utilizes a waterfront site to engage the 
surrounding community to promote awareness regarding 
sustainable lifestyles and recycling. 
SELLDORF ARCHITECTS
125,000 SQFT
NEW DESIGN| PROGRAM 5.35
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WASTEWATER TREATEMENT PLANT
MANHATTAN, NYC
1993
Dattner Architects collaborated with Abel Bainnson Butz 
Landscape Architects and designed a 28 acre park built 
on top of a sewage treatement facility on the upper west 
side of Manhattan, on the Hudson River. The North River 
Wastewater Treatement Plant was constructed in two 
phases between 1986 and 1991, and the park was built 
a few years later.119
Regardless of its location on the roof of a sewage treate-
ment plant, the park is one of the most heavily used state 
parks in New York, and the only evidence of its actual 
identity below of a wastewater treatement plant is the 
“smoke stacks” hidden in the trees. One of the most un-
fashionable and hidden aspects of waste infrastructure 
was transformed as the structure of a riverside park.
DATTNER ARCHITECTS
28 ACRES
NEW DESIGN| PROGRAM
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SWAN ART CENTER & MRF
PROJECT DOCUMENTATION
Fashioning the Unfashionable
An Architecture of Waste
6
188
At the Swan Art Center and MRF, the processes and in-
ter-workings of the waste management system are con-
stantly on display. The project is a translucent MRF, a 
polycarbonate box, with a solid gallery and public space 
weaving through, made of recycled stone. The waste is 
displayed in its raw state, activating the facade, register-
ing the dissemination of the waste as it is being taken and 
transformed by the artists. The public is constantly con-
nected to the waste management system, gaining an un-
derstanding of the means and methods of transformation. 
The waste stream moves through the continuous MRF, 
and the public program weaves through it, creating two 
primary moments of public (visual) interaction with the 
waste:
 MRF
 The solid mass of the public classrooms,
 public walkway, administration, and salvation 
 army moves through the translucent MRF. A 
 visual connection between the public and the 
 waste is established.
 Gallery
 At this end of the project the public sees the 
 fashioned waste and understands the trans
 formation process with a visual connection to 
 artists working and transforming the waste in 
 the collective work spaces on the ground 
 level and the live/work studios above. 
A path/ connection moves the public from the second 
level of the gallery, through the MRF and into the class-
rooms. This path moves through the “zone of collision,” 
the moment when all three user-groups meet at three dif-
ferent levels. In this zone of collision, there exists a visual 
connection between the MRF below, the public walkway, 
and the artists’ studios above. This is also the moment 
of interface where the artists interrupt the waste stream to 
bring the waste into their studios, establishing an alter-
native path of waste. 
The systems of the project are revealed and the architec-
ture itself utilizes everyday systems of assemby and con-
struction. Industrial light monitors cover the roof-scape 
of the MRF as well as the roof-scape of the gallery space. 
Ideas of infrastructure as sculpture and systems as art 
are evident as the systems are taken out of the project 
an put on display adjacent to the transformed waste in 
the sculpture garden (located in a former concrete holder 
tank base).
FASHIONING INFRASTRUCTURE
SWAN ART CENTER & MRF
189
RESIDENTIAL INDUSTRIAL
SITE PLAN
SCALE: 1/128” = 1’-0”
BROO
KLYN
-QUE
ENS 
EXPR
ESSW
AY
190
191
192
01 - GALLERY 
02 - LECTURE HALL
03 - SERVICES
04 - ADMINISTRATION
05 - ARTIST CRITIQUE/COLLECTIVE SPACE
06 - WOOD/ METAL SHOP
07 - COMPUTER LAB/ PRINTING
08 - ENTRY/ LOBBY
09 - SCULPTURE GARDEN
10 - FLEA MARKET/ FLEXIBLE SPACE
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20 - GALLERY
21 - SERVICES
22 - ARTIST CRITIQUE/ COLLECTIVE SPACE
23 - CAFE
24 - CLASSROOMS
25 - ACCESSIBLE GREEN ROOF
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26 - ARTIST LIVE/ WORK SPACE
27 - ARTIST CRITIQUE/ COLLECTIVE SPACE
28 - VENDING MACHINES/ SERVICES
29 - COMMUNITY KITCHEN/ LIVING SPACE
30 - COMMUNITY TERRACE
31 - LIFT TO MRF
26 27
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PLAN| THIRD FLOOR
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MATERIAL RECOVERY FACILITY
ADMINISTRATION
TIPPING, SORTING, BALING PROCESS
ARTIST PATH
ENTRY/EXIT
ADMINISTRATION
COLLECTIVE ART SPACE
WORKSHOPS
PUBLIC PATH
GALLERY
LECTURE SPACE
SCULPTURE GARDEN
FLEA MARKET/ FLEXIBLE SPACE
GARDEN CAFE
SALVATION ARMY
SERVICES
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PUBLIC PATH
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MATERIAL RECOVERY FACILITY
(VISUAL CONNECTION)
ARTIST PATH
ENTRY/EXIT
LIVE/WORK SPACE
KITCHEN/LIVING SPACE
TERRACE
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MATERIAL RECOVERY FACILITY
ARTIST PATH
PUBLIC PATH
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DETAIL WALL SECTION| ARTIST STUDIO 
SCALE:  1/2” = 1’-0”
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DETAIL WALL SECTION| MRF 
SCALE:  1/2” = 1’-0”
DETAIL WALL SECTION| GALLERY
SCALE:  1/2” = 1’-0”
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PROGRAMMATIC PLAITING ZONE OF COLLISION
SOLID VS. VOID PUBILC PATH
LIGHT MONITORS INFRASTRUCTURE 
AS SCULPTURE
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By merging artist studios with a material re-
covery facility, the swan art center mediates 
the opposing site conditions of resedential 
and industrial uses while creating a realm of 
re-use, in which reconditioned and fashioned 
waste becomes a destimation and space for 
the local community. 
AN ARCHITECTURE OF WASTE
FASHIONING THE UNFASHIONABLE
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